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Tiivistelmä – Abstract 
 
This master’s thesis examines the subtitles of nine songs from the Eurovision Song Contest in the 1990s and 
2000s. To my knowledge, translating the lyrics of the songs in the contest happens only in Finland and 
Estonia. As far as I know, there are no previous studies of this topic, which makes this thesis especially 
important, considering also the popularity of the contest in Finland. In addition to examining the subtitled 
lyrics and comparing them to the original lyrics that are sung, the phenomenon of subtitling the Eurovision 
Song Contest in general is discussed. 
 
The theoretical framework of the thesis consists mainly of Peter Low’s (2005) Pentathlon Approach (also 
known as the Pentathlon Principle) to song translation, which is based on the skopos theory by Hans Vermeer 
(2000). The Pentathlon Principle includes five different criteria that should all be taken into consideration 
when translating songs. The criteria are: sense, naturalness, rhyme, rhythm and singability. The first four 
criteria are examined in this study and the fifth criterion, singability, is replaced by a criterion that is more 
suitable for this study: the restrictions and conventions of subtitling. My main aim is to examine which of the 
five criteria have been taken into consideration in the translations, but I also try to identify if some of the 
criteria have been prioritized over others. The research method is mainly qualitative, but some of the criteria 
from the Pentathlon Principle include quantitative analysis as well. 
 
The results seem to indicate that sense is the criterion that has been followed the most in the subtitles, which 
would support the presumption that retaining meaning is the main skopos in translating the songs in the 
contest. The restrictions and conventions of subtitling have been followed rather closely as well, with the 
exception of unusual punctuation for Finnish. The naturalness of the subtitles has been increased by inversion, 
added alliteration and the use of poetic and colloquial words. However, a few subtitles can be found in which 
these features decrease their naturalness. Using both colloquial and standard register in some translations also 
decreases naturalness. The original rhyming has not always been followed in the subtitles, as most of the 
translations include fewer rhymes than the original lyrics and the rhymes are not always situated in the same 
places as the original rhymes. Although rhythm has been followed carefully in some of the translations, most 
of the translations include several lines that differ notably from the original rhythm. Therefore, it could be said 
that rhythm is the criterion that has been sacrificed the most in the subtitles. 
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1. Introduction 
The Eurovision Song Contest has been broadcast in Finland for over fifty decades, and its 
popularity remains great year after year. In 2013, the broadcast of the final of the contest was 
the second most watched television programme on channel Yle TV2 in Finland (Finnpanel 
Oy, 2014). The semifinal was also on the list of the twenty most watched programmes on the 
same channel. The final and the semi-final are also the only foreign programmes on the list. 
The hosts’ speech in the show is translated live by Finnish commentators, but the songs are 
subtitled. Each spring, the subtitled song lyrics bring about plenty of discussion, both negative 
and positive. I myself have always been an advocate of subtitling the songs in the contest, 
which has been one of the greatest contributors for choosing this topic. 
 
In this master’s thesis, I will study the subtitles of nine songs from the Eurovision Song 
Contest in the 1990s and 2000s. The theoretical framework consists mainly of Peter Low’s 
(2005) Pentathlon Approach (also known as the Pentathlon Principle) to song translation, 
which is based on the skopos theory by Hans Vermeer (2000). The Pentathlon Principle 
includes five different criteria that should all be taken into consideration when translating 
songs. The criteria are: sense, naturalness, rhyme, rhythm and singability. The first four 
criteria are examined in this study, and the fifth criterion, singability, is replaced by a criterion 
more suitable for this study: the restrictions and conventions of subtitling. My main aim is to 
examine which of the five criteria have been taken into consideration in the translations, but I 
also try to identify if some of the criteria have been prioritized over others. The research 
method is mainly qualitative, but some of the criteria from the Pentathlon Principle include 
quantitative analysis as well. 
 
Audiovisual translation is a relatively new research area in translation studies, but as can be 
seen from various master’s theses from the last two decades, its popularity as a subject of 
study is growing rapidly. One of the most recent studies in Finland is Tiina Tuominen’s 
(2012) doctoral dissertation The Art of Accidental Reading and Incidental Listening – An 
empirical study on the viewing of subtitled films. Song translation, on the other hand, has not 
been studied much, let alone the translations of songs in the audiovisual field. There is, 
however, one fairly recent study that is close to the topic of this study. In her master’s thesis 
Oikopolkuja toimiviin laulukäännöksiin ruututeksteissä [Shortcuts for functional song 
translations in subtitling], Leena Hyttinen (2007) discusses the different strategies that 
audiovisual translators have used when they have been faced with commissions that include 
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songs. Johan Franzon (2008: 374), who himself has also studied song translation, mentions 
Ronnie Apter (1985), Dinda Gorlée (2005) and Peter Low (2003, 2005) as researchers who 
have discussed song translation in their works.  
 
There are a few reasons for choosing this topic. In addition to my own musical background, 
the uniqueness of the phenomenon inspired me. To my knowledge, translating the lyrics of 
the songs in the Eurovision Song Contest (also referred to as the ESC in this thesis) happens 
only in Finland and Estonia. As far as I know, there are no previous studies of this topic, 
which makes this thesis especially important, considering the popularity of the contest in 
Finland. Since this thesis is the first study on the subject, it is also a pilot study in nature. In 
addition to examining the subtitled lyrics and comparing them to the original lyrics that are 
sung, I will look into the phenomenon of subtitling the Eurovision Song Contest in general. 
My aim is to raise interest to inspire more studies about the topic.   
 
In chapter two, audiovisual translation and song translation are introduced, with the emphasis 
on subtitling and translating popular songs and the challenges it brings. Popular song 
translation in Finland is also discussed briefly. Chapter three deals with the theoretical 
framework for this study. First, Vermeer’s (2000) skopos theory is discussed, after which 
Low’s (2005) Pentathlon Principle and its criteria are explained. In chapter four, an overview 
of the Eurovision Song Contest is given and the different translation methods, especially 
subtitling, in the contest are discussed. Chapters five and six present the research material and 
the research methods that are used. Chapter seven includes the analysis of the research. A 
discussion section, where the results of the analysis are discussed and summarized, is situated 
at the end of the chapter. Chapter eight is the final chapter which presents the conclusion that 
summarizes the thesis. 
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2. Subtitling and song translation 
This chapter deals with audiovisual translation and song translation, with the emphasis on the 
two main areas in this study, subtitling and popular songs. First, an overview of audiovisual 
translation is given. 
 
Audiovisual translation is a diverse field that includes many different types of translation. 
Oittinen and Tuominen (2007: 11–12) list all the following translation forms under this field: 
subtitling (for television, cinema and DVDs), dubbing, voice-over, opera and theatre 
translation, and computer game translation. In addition to these, there are also narration 
(Immonen 2007: 222) and audio description for blind people (Jääskeläinen 2010). In a study 
on the use of subtitling (Angrisani et al. 2009: 6), these different forms of translation are 
called “language transfer practices for audiovisual works”. The three main practices in Europe 
are subtitling, dubbing and voice-over.  
 
Altogether 33 European countries were included in the study (Angrisani et al. 2009), and the 
language transfer practices in both cinema and television were examined. The countries 
cannot be categorized entirely by their language transfer practice, since sometimes more than 
one practice is used within one country, “depending on the broadcast medium (cinema or 
television) or the target public (general public, cinema-enthusiast public, young people, public 
with accessibility problems)” (Angrisani et al. 2009: 6). 
 
According to Angrissani et al. (2009: 23), usually the language transfer practice that was 
earlier used in cinema was later adopted for television as well. In television translation, which 
is more relevant to this study than cinema translation, subtitling is the most common practice 
in 16 countries (15 countries and one region in one country) and dubbing in 11 countries (10 
countries and one region in one country) (Angrisani et al. 2009: 8).  
 
The subtitling countries and regions (16) in television translation are: 
 Croatia 
 Cyprus 
 Denmark 
 Estonia 
 Finland 
 Greece 
 Iceland 
 Ireland 
 Netherlands 
 Norway 
 Portugal 
 Romania 
 Slovenia 
 Sweden 
 United Kingdom 
 Flemish-speaking region in Belgium
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The dubbing countries and regions (11) in television translation are: 
 Austria 
 Czech Republic 
 France 
 Germany 
 Hungary 
 Italy 
 Slovakia 
 Spain 
 Switzerland 
 Turkey 
 French-speaking 
region in Belgium 
 
There are also five countries (Bulgaria, Poland, Latvia, Lithuania and also Estonia to some 
extent) that use voice-over as their main language transfer practice in television. Luxembourg 
and Malta cannot be categorized in the three language transfer practice categories because the 
language in which different programmes are broadcast there depends on which channel the 
programmes are broadcast.  There is no mention of what practice is used in Lichtenstein 
(Angrisani et al. 2009: 8). 
 
The study shows that dubbing is more common in the more populated European countries 
(such as Germany, Spain and Italy), whereas smaller countries (such as the Nordic Countries) 
usually use subtitling. Economic reasons offer one explanation (Angrisani et al. 2009: 23). 
Since dubbing is a much more costly technique than subtitling, it was more reasonable to use 
subtitling in cinemas (where subtitling was used before television) in countries where there 
are fewer customers to pay for admissions. Other reasons for choosing either dubbing or 
subtitling relate to nationalist language policy (it exists in many dubbing countries and many 
subtitling countries are lacking it), censorship of foreign languages, and literacy rate. 
 
Finland is one of the countries that use subtitling as the main form of audiovisual translation 
form. In the next subchapter, subtitling is explained more thoroughly, with the emphasis on its 
norms in Finland and how the subtitling conventions relate to the European Song Contest. 
 
 
2.1. Subtitling – restrictions and conventions 
The challenge in subtitling is that in addition to the source text, the translator also needs to 
take sound and image into consideration. These three things; the sound, the image and the 
translated text, form a kind of symbiosis. This can also be taken as an advantage: all the 
information said does not need to be written out in the translation, if it can be seen in the 
picture. Tveit (2004: 4) notes that in subtitling, the audience can hear the source text, which is 
why it is also easier for them to criticize the translator’s solutions. 
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The Finnish subtitling pioneer Esko Vertanen (2008: 149) says that subtitles have been part of 
the Finnish screen culture for over 40 years now. Approximately 80 per cent of the foreign 
programmes shown on the Finland's national public service broadcasting company, Yle, have 
been subtitled. The percentage is even higher on the commercial channels. The Eurovision 
Song Contest is shown on Yle, on channel TV2. 
 
Vertanen (2008: 151) says that the space and time restrictions of subtitles differ somewhat 
from channel to channel, but the main principles remain the same.  A subtitle consists of 
either one or two lines. In Finland, one line usually consists of 33–34 keystrokes. A full one-
liner, which is a subtitle that consists of a single line, must stay on the screen for two to three 
seconds and a full two-liner, which is a subtitle that consists of two lines, for four to five 
seconds. The minimum length of a subtitle is one second and the maximum thirty seconds. 
However, Vertanen (2008: 151–152) comments that a subtitle should not stay on screen for 
longer than ten seconds. From these two restrictions, time and space, Vertanen argues that 
timing is more crucial. It is important that the subtitle stays on the screen for exactly the same 
time as it takes to speak the line. This way the viewers get the illusion of speech and might 
not even realize that they are reading the subtitles on the screen. Applying this idea to song 
lyrics, the illusion of singing would be the ideal situation with song lyric subtitles, as it would 
make the audience feel like they are hearing the subtitled lyrics. 
 
Vertanen (2008: 152) points out that all that is said cannot fit into the subtitles. Therefore 
some omissions are inevitable. Tveit (2004: 58) notes that the translator usually needs to 
substantially condense the text as well. I would note, however, that this does not always apply 
to subtitling song lyrics, since some songs may not contain plenty of lyrics, or there is plenty 
of time for the subtitled lyrics to be seen. In these cases, the translator can concentrate on 
creating a quality translation instead of worrying about the space and time limits. However, 
there are songs that include plenty of lyrics, which might be more challenging for the 
subtitler. An example of this can be found in the research material of this study. The winning 
song by Estonia from 2001 called Everybody was performed by two singers and a hip hop 
band. Since the song is a fast-paced disco song, there is no time or space to translate all the 
lyrics. Hence, the translator has omitted and condensed many of the original phrases. 
 
Vertanen (2008: 154) notes that each subtitle should be easy to read and make sense as a 
whole. There are often situations where everything that is said does not fit into a full two-
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liner. In these cases, a hyphen needs be put at the end of the first subtitle to indicate that the 
sentence will continue in the next subtitle. As was mentioned in the previous paragraph, the 
ESC has different types of songs in the sense of how much lyrics they include. In the case of a 
slow ballad (such as Rock ‘n’ Roll Kids in this study) the translator might not have to divide 
any of the lines in the song into two subtitles and therefore hyphens do not have to be used at 
all. In the case of a fast-paced rap song, the situation might, however, be completely different.  
 
There are also certain recommendations on how to divide words into lines in a two-liner. 
These line divisions are also called line breaks. According to Vertanen (2008: 154), the first 
ground rule is to make the subtitle as easy to read as possible, but it is also important to have a 
good layout. There should not be a full two-liner in a close up, because the character’s mouth 
should not be covered. The subtitle should not cover the image too much otherwise either. In 
the ESC, covering the screen too much is usually not a problem, since the picture alone does 
not move the message of the song forward. Therefore, a full two-liner should not be a 
problem at any point, apart from a possibility of having lyrics in a close up of the singer. 
 
Vertanen (2008: 154–155) reminds that today in Finnish subtitles, it is customary to follow 
the punctuation rules of Finnish. According to Lång (2014b), the instructions for the 
translators for Yle say that exclamation marks should be used with care and mainly only when 
people are actually shouting. The punctuation rules are irrelevant to some extent in subtitling 
songs. Survilla (2003: 192) states that “unlike literary texts, rock lyrics are meant to be heard 
as part of the musical performance”. In my opinion, the same applies to songs from other 
genres as well: all songs are usually meant to be heard, not to be read. Therefore it is always 
difficult to know where the lyricist has intended a comma, a full stop or some other 
punctuation mark. Ivarsson and Carroll (1998: 121) state that translators can take greater 
typographical liberties with song lyric subtitles than with other types of texts and continue 
that there should be no or very few punctuation marks in them. When there are hardly any 
punctuation marks and no full stops in the subtitles, the use of capital letters does not always 
follow Finnish grammar either. 
 
In addition to audiovisual translation, the other main field of translation in this thesis is song 
translation, which is discussed in the following subchapters. First, I will give a short overview 
on the topic in general, then I move on to popular song translation in Finland and to the 
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challenges of popular song translation. Finally, audiovisual translation and song translation 
are combined, as subtitling songs is discussed. 
 
 
2.2 Song translation 
Heikki Salo (2006: 35), a well-known Finnish song writer, says that in his opinion, song texts 
stand as an independent genre of writing. Salo (ibid.) states that “it is not poetry, maybe not 
even a genre of literature at all, but its own genre, song lyrics” [my translation]. Salo (2006: 
42) adds that song lyrics are restricted by song structures, which is why more compromises 
must be made when writing song lyrics than when writing poems. Salo (ibid.) continues that 
although the structure of poems is not as restricted, song lyrics are more free in another sense: 
“modern poems usually try to imitate colloquial speech on paper, song lyrics themselves are 
speech” [my translation]. I share Salo’s opinions about the differences between poetry and 
song lyrics, which is why I am not going to discuss poetry translation in this thesis, although 
there are plenty of studies made of it. However, some poetic features are part of the discussion 
of Low’s Pentathlon Principle, especially one of the criteria, naturalness. 
 
Song translation had not been studied much before the 21st century, but similar to audiovisual 
translation, it has grown in popularity as a research topic during recent years by scholars such 
as Peter Low, Dinda Gorlée and Johan Franzon.  Most of the studies focus on opera, musicals, 
and art songs, as can be seen in many of the articles in the book Song and significance: 
virtues and vices of vocal translation, edited by Gorlée (2005). In addition to the fields 
mentioned above, there are also some studies about other matters in the field, such as 
translating hymns (Gorlée 2005) and Finnish schlagers (Niiniluoto 2007). Studies about 
translating popular music are more rare. A study by Kaindl (2005) concentrates on popular 
song translation from a socio-semiotic point of view, whereas Hewitt (2000) has studied how 
Spanish university students of English with no translator training translate popular songs. 
Some studies about subtitled song lyrics can also be found, especially among master’s theses. 
Ivarsson and Carroll (1998) have discussed the matter briefly, and Franzon (2008) uses some 
examples of subtitled lyrics in his article Choices in Song Translation.  
 
According to Franzon (2008: 374), when translators receive a song translation commission, 
they should first decide whether the translation should be singable or not. If the translated 
lyrics are going to be performed, the translation should aim at singability, but “if the main 
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purpose is simply to understand a foreign song’s lyrics, a semantically close, prose translation 
will do”. The latter idea applies also to this study, since in my opinion, the main purpose of 
the subtitled lyrics of the ESC is to shed light on the content of the songs. Franzon (2008: 
375) continues that some translators respect both the original lyricist and the composer and 
thus take both the lyrics and the music of the original song into account while producing the 
translation. Then again there are translators who change the meaning of the lyrics and others 
who do not necessarily follow the original music. 
 
Franzon (2008: 396) notes that when translators choose between different strategies in how to 
approach a song translation commission, “the main factor seems to be the mode of 
presentation”. In relation to this study, the translators could ask the following questions: Do 
the lyrics have to be subtitled in the first place? Should they be singable? What do the viewers 
expect from the translation? Franzon (2008: 397) continues that in different types of song 
translations, such as printed song lyrics, subtitles, songs that are to be performed, theatre 
songs and hymns, “different aspects of a source song’s character” have been retained. 
 
Since the songs in the ESC belong to the music genre of popular music, the following 
subchapters about the challenges in song translation and song translation in Finland focus on 
popular songs. Encyclopaedia Britannica (2014b) defines popular music as “any 
commercially oriented music principally intended to be received and appreciated by a wide 
audience, generally in literate, technologically advanced societies dominated by urban 
culture”. 
 
 
2.2.1 Popular song translation and its challenges 
According to Savonen (2008: 237), studies about popular song translation are relatively rare. 
Kaindl (2005: 235–236), who himself has studied “The Plurisemiotics of Pop Song 
Translation”, notes that it is contradictory that although popular songs can be found 
everywhere, especially through different media, their translations have still not been given 
much attention in translation studies. However, Kaindl (2005: 235–236) admits that there are 
fairly good reasons why this particular genre has not been researched much. It is sometimes 
difficult to know who the real author of the song is, which version is the original one and how 
should both the verbal and the musical factors be taken into account in the research. One 
reason could also be the peculiarity of song translation and its terminology. Siponkoski and 
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Rossi (2010: 318) comment that in addition to merely using the word translate, terms such as 
rewrite and adapt can be used in the case of song translation, as in many other fields of 
translation. 
 
According to Virtanen (1990: 63–64), the key to a functional rock translation is that the 
translator should be the one who also performs the song. The so called outsiders could 
possibly not take into account the performance itself and the situation where the song would 
be performed. Virtanen (1990: 62–63) thinks that especially during the birth of rock songs 
and thus the birth of their translations, the performance of the translations was usually just 
poor mimicry. Although Virtanen has a point there, I do not completely agree with him. He 
seems to ignore the fact that numerous rock songs are originally written by other people than 
the performers themselves. It is the performer’s ability to render the song and the lyrics in a 
way that appeals to the audience that matters the most, not whether or not the singer has also 
been the lyricist. The biggest problem in translating rock songs in Virtanen’s (1990: 65) 
opinion, especially in the early rock era, was that one cannot translate context. In that time the 
culture of rock music had not reached Finland yet, therefore there was no similar context in 
Finland and translated songs would not have worked. However, Virtanen (ibid.) continues 
that later on this problem has diminished.  
 
In a way, the problem of translating the context does not exist in translating the Eurovision 
Song Contest. This is because both the original and the translated texts are brought to the 
majority of the audience for the first time at the same time. The reason why I say the majority 
is that unlike before, nowadays people can listen to the competing songs already before the 
contest.  
 
 
2.2.2 Popular song translation in Finland 
Janne Mäkelä (2005: 88) states that the golden ages of popular music translation in Finland 
were in the 1950s and 1970s. In the 1950s, especially Italian schlagers were translated, 
whereas translating English and American hits was popular in the 1970s.  According to Mari 
Pajala (2006: 42), the years 1960 through 1980 were fruitful also for translating songs from 
the Eurovision Song Contest, as many of them were translated into Finnish and released as 
singles or part of a collection. Pajala (2006: 271) adds that one of the most prominent Finnish 
performers that has recorded translated Eurovision songs is Katri Helena. In addition to 
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performing and recording other kinds of translated schlagers, she has recorded plenty of 
successful Eurovision songs from the 1970s and 1980s, such as Johnny Blue (performed by 
West Germany in 1981) and Lintu ja lapsi (L’oiseau Et L’enfant, performed by France in 
1977). 
 
Maarit Niiniluoto (2007: 543) notes that song translations in Finland were usually made by 
particular permanent lyricists who were told each time whether the translation should be a 
direct translation, or if they could be creative with them. According to a survey made in the 
1950s, people thought it was more important that songs were sung in Finnish than that the 
quality of the songs was good (Niiniluoto, 2007: 535). Kurkela (2003: 444) notes that many 
schlagers were translated several times and the same song might have been recorded in six 
different versions during one year. 
 
The Eurovision Song Contest produced new hits continuously up until mid-1980s, but at the 
end of the decade, the popularity of the contest started to fade. The same happened to the 
translations of the Eurovision songs (Pajala, 2006: 58–59). Even though translating popular 
music has decreased in the last couple of decades, Mäkelä (2005: 97) reminds that especially 
schlager singers, for example Tapani Kansa, publish new translated songs from time to time. 
Mäkelä (ibid.) continues that in the 21st century, two so called tribute albums of translated 
schlagers have also been published: Mikä Fiilis and Mikä Fiilis 2 [What a Feeling]. However, 
nowadays the original songs more often represent rock or pop music. 
 
 
2.3 Subtitled songs 
Subtitled songs differ from other types of translated songs in many ways, of which the most 
evident is the translator’s need to take the restrictions and conventions of subtitling into 
account. Franzon (2008: 387) states that when aiming at singable song translations, the longer 
the original lines are, the easier it usually is for the translators to “accommodate the syntax of 
their particular language” and thus make the translation singable. My view is that when song 
lyrics are subtitled, the situation is completely the opposite: the shorter the line, the easier it is 
for the translator to make it fit the screen. Whether songs should be translated or not in films 
and television programmes in the first place, is another question that divides opinions among 
both the audience and scholars. 
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Jan Ivarsson and Mary Carroll (1998: 120) state that whenever songs are a part of the plot or 
bring more information to a film or a programme, song lyrics should be translated. Hence, 
background music does not need a translation. According to Gottlieb (1994: 116), in music 
programmes in Denmark, the song lyrics that are considered to have artistic value are 
translated, whereas in other programmes, the songs that have something to do with the 
programme’s theme are translated. Franzon (2008: 378) says that the decision not to subtitle 
song lyrics might result from insufficient time or commission, or the policy of broadcasting 
companies not to translate songs. Franzon adds that sometimes not subtitling a song “can be a 
viable, even the preferable, option”. 
 
According to Ivarsson and Carroll (1998: 121), it is sometimes enough to translate only one or 
two verses in order to reveal the nature of the song. A verse is a group of usually two to four 
lines that form a whole. Usually a song includes many verses that all have different lyrics. 
Although not translating all the verses might be a good strategy when translating a film or a 
television programme, my view is that this approach does not work with subtitling the songs 
in the ESC. All the verses should be translated, since the viewer should know the content of 
the whole song and not just parts of it. Ivarsson and Carroll (ibid.) also say that it may 
sometimes be enough to translate just the first chorus or choruses. A chorus is a group of 
usually two to four lines that repeat in different parts of the song. Not translating all the 
choruses does happen sometimes in the subtitles of the ESC: the translator has translated the 
whole song except the last chorus or two. The reason for this is probably that especially the 
last choruses are usually always the same, therefore leaving the last choruses untranslated, the 
translator does not leave any new information out. It is assumed that the listeners already 
recognise the chorus at the end of the song and remember what it was about. 
 
Tiina Tuominen’s (2012: 268–269) academic dissertation on how subtitled films are viewed 
also includes a section about song lyrics and the viewers’ thoughts on leaving them 
untranslated in the film Bridget Jones: The Edge of Reason (2004). Both Finnish and Swedish 
subtitles were included in the study. The research data was elicited from discussions in three 
small focus groups. 
 
The viewers mentioned that songs and their lyrics are important “for the entire audiovisual 
experience and the plot of the film” and that the songs contribute to the understanding of the 
film. Some viewers said that although the songs were not subtitled, the music choices were 
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important in the interpretation of the film, and that they understood why some songs had been 
chosen for specific scenes because of their lyrics. This shows that the viewers were not so 
dependent on the subtitles that they would consider “any untranslated source-text verbal 
information as mere background noise”. Tuominen (2012: 269) continues that “in this way the 
discussions […] confirmed the idea that subtitles are only one part of the whole text and that 
the entire multimodal experience is significant to viewers.” However, this kind of 
multimodality is not as significant in the ESC as it is in films or television programmes. The 
story of the songs is usually told mainly through lyrics and music, not so much through the 
help of other elements, such as image. Therefore, the visual image itself does not give much 
help for the viewers in understanding the lyrics, although the audience might be led into the 
mood of the song by specific lighting, clothing or stage setting. In the ESC broadcast, in 
which the image does not necessarily help understanding the content of the lyrics, the 
audience who does not know the language of the song and who do not have the subtitles to 
help them, cannot possibly know what the lyrics are about. 
 
Ivarsson and Carroll (1998: 121) and also Chaume (2004: 18) note that subtitled song lyrics 
are usually written in italics in order for them to stand out from other subtitles. In the ESC 
broadcast, however, nothing else except the song lyrics is subtitled, and thus there are no 
other subtitles to be confused with the subtitled lyrics. Therefore, italics are not used in the 
subtitles of the competition. Ivarsson and Carroll (1998: 122) also mention that sometimes 
when lyrics are not translated, they may have been subtitled in the original language to help 
the viewers to follow the song. 
 
If it is decided that song lyrics will be subtitled, the next issue to consider is which features 
from the original lyrics should be conveyed in the subtitles. Franzon (2008: 379) comments 
that onomatopoeia, “a musico-poetic quality”, does not need to be translated in songs, because 
the audience can hear the onomatopoeia and this way enjoy the fun of it. In the ESC subtitles, 
however, onomatopoeia is sometimes translated. To my knowledge, there are at least two 
examples of translated onomatopoeia. The first example can be found from the winning song 
of the ESC in 2004, “Wild Dances”, by Ukraine. The song contains plenty of onomatopoeic 
phrases, one of which was translated, or actually transcribed as Shirikidai shirikidamdei, 
shirikidai shirikidamda, which are exactly the same words that the singer sings. Another 
example is Kalle Niemi’s decision to translate the phrase boom boom chaka chaka from the 
song “Boom Boom” by Armenia in 2011, by the phrase pum-pum läpä-läpä. The translator’s 
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decision to have some fun with the translation was given attention in the Finnish press as well 
(Mällinen 2011, Ala-Seppälä 2011). 
 
Researchers have divergent opinions about whether subtitled songs should be singable or not. 
Ivarsson and Carroll (1998: 121) state that subtitled lyrics should be singable. This should be 
done by taking careful notice of the rhythm of the original lyrics. Rhythm is one of the criteria 
of Low’s Pentathlon Principle and is explained more thoroughly in chapter 3.2.3. Chaume 
(2004: 18) emphasizes the importance of rhythm as well when he says that song translations 
in films should be adapted in a way that they go in accordance with the rhythm of the music. 
Therefore, Chaume seems to take musicality into account more than Ivarsson and Carroll in 
pursuing singable subtitles. However, unlike Chaume (ibid.), Ivarsson and Carroll (ibid.) do 
not consider translating rhymes to be very important, since executing rhyming may be 
difficult in subtitles. According to Salo (2006: 168), rhyme is “a phenomenon, in which 
similar speech sounds repeat in a controlled manner” [my translation].  The viewers can only 
see one subtitle at a time, therefore rhyming should be executed within that one subtitle in 
order to make it easy for the audience to notice the rhyme. 
 
Similar to Ivarsson and Carroll (1998) and Chaume (2004), Gottlieb (1994: 115–116) also 
considers rhythm to be important in song lyric subtitling, but unlike Ivarsson and Carroll, he 
considers rhyming to be important as well. In Gottlieb’s experience, most viewers want to 
have the subtitled lyrics to sound right, whereas some viewers only expect the translation to 
give the message of the song. However, there are some viewers who want the subtitles to be a 
precise and correct interpretation of the songs. Gottlieb says that translations of songs in other 
than music programmes should concentrate mainly on conveying the message instead of 
having the same form as the original song. However, translations of songs that have a greater 
meaning in a television programme should concentrate both on the form and content of the 
original lyrics. 
 
In her master’s thesis, Leena Hyttinen (2007) studied translation strategies in subtitled song 
lyrics in television. For the thesis, Hyttinen (2007: 29) asked from five companies that 
produce audiovisual translations in Finland about their instructions for song translation and if 
she could examine the instructions if they existed.  One of the companies was Yle, which is 
the company that broadcasts the ESC. Therefore, it is responsible for the translations in the 
contest as well. Yle has instructions for song translation which have been compiled by Kirsti 
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Luova, who herself works at Yle. Luova has experience of translating songs for 
approximately 200 children’s programmes (Hyttinen 2007: 31). 
 
The following guidelines for translating song lyrics have been compiled by Hyttinen (2007: 
31) on the basis of Luova’s (2006 quoted in Hyttinen 2007: 31) instructions. The guidelines 
are as follows: [my translation] 
 
1. The aim of the translation is to convey the message, the style and the poetic elements 
of the song. 
2. Rhythm has to be followed naturally without disturbing the image. 
3. The translation has to have a good layout. 
4. One must avoid heavy two-liners, odd word order, non-functional half-rhymes, loss 
of letters and abbreviations.  
5. One must aim at straightforward and elegant translation. 
6. An old translation can possibly be used with some modifications, as long as this will 
be mentioned in the credits. 
7. It is customary to put song lyrics in italics. 
8. Couplets [pairs of two lines that have an end rhyme, (Encyclopaedia 
Britannica, 2014a)] that rhyme can be used in the translations, but it is preferable to 
place them in the same subtitle.  
9. One must seek for the illusion of metre, therefore the length of syllables in the 
translation should aim at the same length as in the original lyrics. (Hyttinen 2007: 31) 
 
Guidelines number 1, 2, 4 and 8 are relevant to this study. Number one is related to two of 
Low’s criteria in the Pentathlon Principle, sense and naturalness, number two to rhythm, 
number four to naturalness, rhymes and the restrictions and conventions of subtitling and 
number eight to rhymes. Although the translations in this study are made by Yle translators, 
none of them are written in italics, which is the recommendation in guideline number seven. 
As was discussed earlier in this chapter, there is no need to put the subtitled lyrics in the ESC 
in italics, because they are the only subtitles in the broadcast. 
 
The next chapter introduces the theoretical framework for this thesis. First, I discuss the 
skopos theory and how it can be applied to song translation, after which Peter Low’s 
Pentathlon Principle is explained. 
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3. Theoretical framework 
The main theoretical framework for this study is Peter Low’s (2005) Pentathlon Approach. 
Low also uses the term Pentathlon Principle, which is the term that is used in this thesis.  The 
Pentathlon Principle is explained in chapter 3.2. Heikki Salo’s (2006) ideas of writing song 
lyrics in Finnish have also been applied in the discussion of the Pentathlon Principle. Hans 
Vermeer’s (2000) skopos theory forms the basis of Low’s Pentathlon Principle; therefore it 
will be explained next. 
 
 
3.1 Skopos theory in song translation 
Both Low (2003, 2005) and Franzon (2008: 375) discuss skopos theory in their studies of 
song translation. Low applies Vermeer’s skopos theory in his own studies and Franzon 
mentions Nord’s functional approach to translation. Vermeer (2000: 221) states that “any 
form or translational action […] may be conceived as an action, as the name implies. Any 
action has an aim, a purpose […] The word skopos, then, is a technical term for the aim or 
purpose of a translation”. Vermeer’s (1989: 20, quoted in Nord 1997: 29) skopos rule advises 
translators and interpreters to create their translations or interpretations in the way that they 
function both in the situation they are used and for the people who use them “precisely in the 
way they want them to function” [Nord’s translation]. Franzon (ibid.) states that one of the 
main principles in the skopos theory, “fidelity follows function”, can be applied to song 
translation as well, since functionality is needed when songs are translated. The translator has 
to take the purpose of the translation, the singing performance, into account in order to 
produce a translation that can actually be sung. 
 
According to Nord (1997: 28), in addition to the word skopos, Vermeer also uses the words 
aim, purpose, intention and function. The latter two are interesting from the point of view of 
this study. Nord (ibid.) explains that intention is related to the sender, “who wants to achieve 
a certain purpose with a text”. Function relates to the receivers, who “use the text with a 
certain function, depending on their own expectations, needs, previous knowledge and 
situational conditions.” In the best-case scenario, intention and function could be considered 
to be the same. Vermeer (2000: 223) also says that the source and target texts may have the 
same function. Sometimes, however, the function has to be changed due to the skopos (Reiss 
and Vermeer 1984: 139 in Nord 1997: 33). 
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Lyricists may have many intentions when they are writing song lyrics. The main intention, 
however, is usually self-expression. Every song is a small story that the performer of the song 
renders or tries to render as is suitable for him or her. In the Eurovision Song Contest, lyricists 
could also have another intention that differs from typical song lyrics: the songs are part of an 
international competition, which the lyricists may or may not take into consideration. The 
function of the subtitles in the ESC is not the same as the intention of the original lyrics. Of 
course they share some common factors, as they both try to convey the story and the message 
of the song. However, the function of the subtitles, in my view at least, is less artistic than the 
lyricist’s intention may have been, since the main function is to let the viewers know what the 
song is about, not to be especially expressive. The translator may, of course, try to create 
artistically expressive subtitles, but in many cases the restrictions and conventions of 
subtitling make it difficult. One other function that the subtitles may have is to create the 
illusion of a song. Even though the subtitles would not be singable, the translator can still aim 
at including song-like features, such as rhymes, in the translation.  
 
Low (2003) has applied the skopos theory in his study about translating art songs. According 
to Low (2003: 101), instead of concentrating on the source text, translators should focus on 
the readers of the target text and their needs. Low continues that the readers of song 
translations are usually music-lovers, not poetry enthusiasts, and thus would need a more 
understandable translation than the ones that are usually made of poems. Low (2003: 103–
106) proposes five different skopos-based strategies for translating art songs, of which one, 
communicative translation (Newmark1988: 46–47), is suitable also for subtitling popular 
songs. In art song translation, Low (2003: 104) would use communicative translation for 
programme texts which offer information for a concert audience. These texts are read in a 
limited amount of time and thus have to be easy to read, both of which also apply to 
subtitling. 
 
Newmark (1988: 46–47) says that in communicative translation, the translator should use the 
kind of language that the intended readers are familiar with, and that “both content and 
language are readily acceptable and comprehensible to the readership”. Newmark himself 
states that communicative translation should only be used for informative texts. For 
expressive texts, such as song lyrics in this study, he proposes semantic translation. Opposite 
to communicative translations, semantic translations are written in “the linguistic level” of the 
source text writer and not that of the readership. Low (2003: 104), however, argues that 
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communicative translation can be used for translating expressive texts as well, since keeping 
the function of the translations in mind, the most important factor is “the needs of the 
readers”. Low continues that the translator can evaluate if there are any details in the source 
text that can be omitted or if some domestication can be done. Although semantic translation 
might take the lyricist’s artistic intentions better into account, communicative translation is 
suitable for subtitling songs precisely for its functionality: the subtitles are made specifically 
to help the viewers understand the songs, not to be artistically ambitious. 
 
Vermeer (2000:226) notes that there are also objections to the skopos theory. One criticism 
refers precisely to the function of a translation. The critics argue that there are also 
translations that do not have a purpose. One claim is that “the translator has no specific 
addressee or set of addressees in mind”. Vermeer (2000: 227) admits that there are situations 
in which the translator does not have a specific addressee, but in other cases the addressees 
may be “precisely specified”. In the current study, the audience or the readership is wide, but 
it does exist. Nord (1997: 31) states that it is the receiver who makes a text meaningful and 
for whom it is made meaningful. The same text may have different meanings for different 
receivers or at different times. This applies well to the viewers of the ESC: the subtitles are 
meaningful for the viewers who do not know the language of the songs and who want to 
know what they are about. The viewers that know the language might not need the subtitles at 
all, or they might use them for another purpose. Vermeer (1982 in Nord 1997: 31) 
summarizes this well by saying that “any text is just an ‘offer of information’ from which 
each receiver selects the items they find interesting and important”. 
 
As was mentioned earlier, the Pentathlon Principle is skopos-based. Low (2005: 185) says 
that when the aim is to produce singable song translations, the purpose (or skopos) is “to 
produce a text which singer can sing to an audience”. In subtitling the songs for the 
Eurovision Song Contest, the skopos could be to produce a text that provides the content of 
the foreign song lyrics for the viewers and also follows the restrictions and conventions of 
subtitling. This skopos does not, of course, exclude the possibility that the subtitled lyrics 
could be singable, but singability is not examined this study. When discussing singable song 
translations, Low (2005: 192) says that they “must function effectively as an oral text 
delivered at performance speed”. The same claim can be applied to subtitled lyrics, since as 
song lyrics, subtitles are also there for a moment for the audience to experience, and thus they 
have to be absorbed in a short amount of time. According to Low (2005: 193), “Functioning 
effectively will mean different things for different songs”, since some songs try to evoke sad 
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emotions when others try to make people feel better. Therefore, the skopos for the translations 
of the songs in the ESC might differ between songs as well: the translator could have a 
different skopos for translating ballads and a different one for cheerful and fast-paced songs. 
 
Next, the main theory used in the analysis, the Pentathlon Principle, is introduced. First, a 
more general overview is given, after which all the different criteria from the principle are 
explained more thoroughly. The restrictions and conventions of subtitling have been 
introduced in chapter 2.1. 
 
 
3.2 Peter Low: The Pentathlon Principle 
Peter Low is one of the most prominent contributors in song translating (Savonen, 2008: 238). 
In order to produce singable translations, Low (2005: 185, 191) presents a skopos-based 
Pentathlon Principle which includes five criteria: singability, sense, naturalness, rhythm and 
rhyme. According to Low (ibid.), all of these criteria should be taken into consideration when 
translating songs. Low (2005: 192) compares the translators’ task with “Olympic 
pentathletes”, who are competing in five different events. They cannot spend all their energy 
for one or two events, but save some for all the rest, and sometimes they come as second or 
third on purpose, in order to do well in the whole competition. Instead of being the best in the 
world in one challenge, they have to excel in one thing; flexibility. According to the 
Pentathlon Principle, this flexibility applies to translating songs as well. It is important for the 
translator to retain a balance between the five criteria and not emphasize any of them 
particularly. For that reason, Low (2005: 185) notes that none of the criteria is “absolutely 
sacrosanct: the more margins of flexibility available, the greater chance of a successful 
result”. Low (2005: 210) adds that if one criterion is prioritized, other criteria may suffer 
serious losses. Low has used this approach mainly for art music translations, but in my view, 
it can be applied into studying the translations of other music genres as well, because the five 
criteria are not typical for art music only. 
 
Although Ivarsson and Carroll (1998: 121) and Chaume (2004: 18) argue that subtitled song 
lyrics should aim at singability, I tend to agree more with Gottlieb (1994: 115–116) in that 
subtitled song translations should focus more on form and content, at least in the case of 
subtitling the songs in the ESC. Viewers hear most of the songs in the contest for the first 
time, therefore they are not familiar with the music and more specifically the melody of the 
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songs. Franzon (2008: 377) shares similar views when saying that it is hard for a song 
translation that aims at semantic accuracy to be sung to the original music, and that a 
translation that follows the original music “must sacrifice optimal verbal fidelity”. All of these 
things considered, and because the translations are subtitles, I replace one of Low’s criteria, 
singability, with a new criterion more suitable for this study: the restrictions and conventions 
of subtitling. 
 
Although singability is excluded from the study as its own criterion, it is not omitted 
completely. Singability is related to musicality which emerges occasionally in the analysis, 
especially in the discussion of the atmosphere of the lyrics and the whole song and the criteria 
rhythm and rhyme. Rhythm and rhyme are things that make texts in a sense more musical, 
therefore they make the subtitles more song-like. Similarly, Franzon (2008: 393) states that 
rhymes are one of the only features that “indicate ‘singability’ (or ‘songness’) in print”. This 
way, although singability is not examined, aspects of musicality are taken into account in this 
study. Taking rhyme and rhythm into consideration, the translator is also focusing on the form 
of the original text, which is what Gottlieb (1994: 115–116) emphasizes as well. 
 
 
3.2.1 Sense 
In the criterion of sense, Low (2005: 194) mainly speaks of retaining or altering the meaning 
of the original lyrics. Low comments that unlike in informative texts, in song translations it is 
sometimes justified for the translator to interfere with the original meaning and reminds that 
flexibility is an essential part of the Pentathlon Principle. Therefore, translators can take some 
liberties with meaning by using near synonyms, superordinate terms and different metaphors 
that function in the same way as the original ones. Low (2005: 191) uses repetitive phrases as 
another example of a case where liberties can be taken. If there is a word in the source text 
that does not have an ideal target language word, a flexible translator can use different 
synonyms for that word in each of the repetitions. Low (ibid.) says that losing verbal 
repetition is negotiable, which he justifies by noting that music itself already contains a great 
deal of repetition, and that “the gain in semantic richness would arguably outweigh the loss of 
structural repetition”. Although this might be a good strategy in many cases, my own view is 
that sometimes there is a reason why lyricists repeat a certain word or words. Salo (2006: 
105–107) states that repetition is a basic element in songs and that by using repetition, 
lyricists can emphasize certain themes. Salo (2006: 112) adds that repetition can be used as 
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one of the “hooks” in the song, something that tries to hook the listener. By removing verbal 
repetition in the translation, the translator might, if not alter the meaning, lose a stylistic effect 
of the song. 
 
In addition to altering or retaining the meaning of the original lyrics, I would widen the 
definition of sense slightly and add some other aspects that, in my view, belong to this 
criterion. Those are the theme and the atmosphere of the lyrics, and also the connotations 
some words or phrases give. The reason for this is that I believe that if translators alter the 
meaning in the translation to some extent, but retain the theme and the atmosphere of the 
song, sense has still been taken into consideration. However, if translators have retained the 
exact semantic meaning, but some word choices give different connotations than the ones in 
the original lyrics, taking sense into consideration has not been fully successful. 
 
 
3.2.2 Naturalness 
Naturalness is the most ambiguous criterion in the current study, because it is difficult to 
define what makes a song text natural. Low (2005: 195) remarks that naturalness is something 
that many song translators have not taken into consideration and points out two things when 
referring to naturalness: register and word-order. He sees that by not taking these matters into 
consideration, translators may cause song translations to be unnatural or even “bizarre or 
ridiculous” in some people’s view. Salo (2006: 103–104) notes that Finnish lyric writers 
should make use of the rather flexible word order of Finnish: the writer can emphasize 
different things by merely changing the word order. According to Palmgren (1986: 334), 
inverted word order, or inversion is executed “either to emphasize rhythm, speech sound 
structure or thought, or when it is forced by rhyming” [my translation]. Palmgren continues 
that inversion is common in poetry, but sometimes untypical word order can cause difficulties 
in understanding the idea behind a specific line.  My experience is that in addition to poetry, 
inversion is common in song lyrics as well. Although having untypical word orders in song 
translations might sometimes make the translations more “bizarre or ridiculous”, as Low 
(ibid.) states, it is not always a sign of unnaturalness, especially not in Finnish. This is why I 
am examining this criterion especially from the point of view of Finnish song lyrics, in other 
words, what is natural or unnatural in Finnish song lyrics. 
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As Low (2005: 195) notes, in addition to word order, register is the other matter to be 
considered when examining naturalness. One way of taking register into consideration in 
translating songs into Finnish is to use colloquial words every now and then. This brings out 
the speech-like features of song lyrics into the written form as well. Using colloquial words 
does not, however, automatically make the translation more natural, especially if these words 
are used in a text in which the overall register is more formal. Colloquial language is not 
especially common in subtitles, because it usually makes reading slower and more difficult. 
Song lyrics can, however, be seen as an exception in this matter, since they differ from 
ordinary subtitles also in many other ways, such as word order, punctuation and the use of 
capital letters, which have been discussed in chapter 2.1.  
 
Low (2005: 195) adds that sometimes unnaturalness in song translations might be caused by 
following the source text too accurately and trying to aim at semantic correctness, as 
sometimes happens in the English translations of German Lieder. According to Low (ibid.), 
“a difficult idiosyncratic poem” might be challenging to translate into natural language that is 
easy to read, but aiming at naturalness and reader-friendly language is essential in song 
translation: the translation should be understandable on the first hearing of the song. 
However, Low reminds that naturalness is only one of the five criteria of the Pentathlon 
Principle, therefore unnatural language in the translation is sometimes permitted, if some 
other criterion benefits from it. 
 
There is yet another feature that, in my view, makes certain song texts more natural. That is 
the use of poetic elements (other than rhyme and rhythm). Franzon (2008: 394) mentions a 
few ways of how translators can “recreate the markings of oral poetry” in translations. One of 
them is syntactic parallelism. According to Viikari (2006: 63), syntactic parallelism refers to 
the repetition of grammatical structure, which in this study is most commonly placing the 
verb at the end of a line. The following examples of syntactic parallelism can be found in the 
material of this study: Johnny naapurin tyttöön rakastui/ Ja Mary levykauppaan pestautui, 
loistettaan se luokoon/ taian sytyttäköön and heti hetkeen tarttukaa,/ iloisiksi varttukaa. 
Another poetic element is added alliteration.  According to Palmgren (1986: 326), alliterative 
words have the same speech sound in the beginning of consecutive words, or words that are 
otherwise in close vicinity to each other. Palmgren adds that using alliteration is common in 
Finnish poetry, especially in Kalevala (vaka vanha Väinämöinen). Examples of added 
alliteration in the material of this study are: kuin vuolas veden vuo, rakkaus rajaton and 
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tähtitarhaan kurkotamme/ taivasta kosketamme. Franzon (ibid.) notes that these ways of 
creating poetic effect makes the translated lyrics “pleasing and song-like to read”. 
 
Finally, the use of the suffixes -ain and -äin at the end of certain words can be used to create 
poetic effect to lyrics. According to Vilén (1997: 119), occasionally in poetic language, the 
possessive suffix -ni for first person singular changes into the suffix -in. Using the suffix -in 
instead of the more typical -ni at the end of certain words in other types of texts could feel 
alienating or even slightly archaic, but including them in written song texts (which remind 
poetry) feels natural and thus adds to the naturalness of the lyrics. Examples of the use of 
these suffixes in the material of this study can be found in the words vierelläin, sylissäin and 
onnestain.  
 
In sum, the criterion of naturalness is defined as creating natural-sounding song lyrics by 
using inversion, cohesive register that corresponds to the original register, and poetic 
elements, such as syntactic parallelism, added alliteration and poetic suffixes. 
 
 
3.2.3 Rhythm 
Salo (2006: 93–94) points out that the basis of writing and composing a song is rhythm and 
that the rhythm of a song is produced both by the music and the lyrics. Ahti and Toivonen 
(1988: 145) note that repetition makes rhythm identifiable. According to Salo (ibid.), rhythm 
in song lyrics can be divided into four categories: “rhythm of words, rhythm of lines, rhythm 
of thought, and the overall rhythm” [my translation]. Salo (2006: 97) emphasizes that words 
are not the only thing creating rhythm in the lines of a song; idea is another important factor. 
An idea and a musical phrase should have the same rhythm and the same breaks, because it 
improves understanding. 
 
Low (2005: 196) notes that it is “the translator’s duty to the composer” to respect the original 
rhythm. Some authorities think rhythm is best followed by retaining the original number of 
syllables. Savonen (2008: 242) shares this view: not following the syllable count in the 
translation could destroy the rhythm of the music. However, Low (2005: 197) agrees with the 
importance of similar syllable counts in the source and target texts only partly: he says that in 
accordance with the Pentathlon Principle, it would be ideal to retain the original syllable 
count in the translation, but omitting or adding one syllable is permissible, if it is necessary. 
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Low does not, however, speak about subtitled song lyrics, in which the space restrictions may 
have to be prioritized over rhythm, and more than one syllable might have to be omitted. 
 
Franzon (2008: 392–393) also emphasizes taking rhythm into consideration and that “the 
words fit the notes syllabically” when singable subtitled song lyrics are produced. Franzon 
(ibid.) continues that if rhythm and the number of syllables are followed, “viewers can easily 
read and enjoy the translated lyrics simultaneously with the original melody as sung”. Low 
(2005: 198) adds that when producing singable song translations, the length of vowels also 
has to be taken into account, as well as musical rests, which are silent parts within the music. 
Since singability is not studied in this thesis, I will not, however, take the length of vowels 
into consideration in the analysis. In poetry, Viikari (1990: 54) notes that breaks or rests are 
part of the rhythm as well. This applies to song lyrics as well, and therefore musical rests 
emerge occasionally in the discussion of line breaks of the subtitles. 
 
Golomb (2005: 132–133) notes that usually in translation, retaining meaning is the priority, 
and other elements, such as rhythm and syntactic structure, can be sacrificed because of it. 
Song translation, however, or “music-linked translation”, as Golomb (ibid.) calls it, differs 
from other kinds of translation in that rhythm is an inseparable part of music, and hence 
translators cannot change it. Instead, they can modify the meaning to some extent. 
 
According to Apter (1985: 316), the translator’s mother tongue affects the rhythm of the 
translation to a great extent. Törnwall (1990: 43) says that in Finnish, personal pronouns may 
cause trouble for the translator. Unlike the English pronouns I and you, the Finnish first and 
second personal pronouns, minä and sinä, have two syllables, which may be problematic 
when trying to retain the rhythm of the source text. Translators can, however, sometimes use 
the shortened, more colloquial forms of Finnish personal pronouns (mä and sä), if it helps to 
retain the original rhythm. This has been done in a few translations in this study. Personal 
pronouns are of course just one problematic area in Finnish. Compared to many other 
languages, especially Romance and Germanic languages, Finnish phrases are usually 
considerably longer. Louhivuori (1989: 51) gives an example between French and Finnish: 
the French phrase, j’t’aime tant, consists of two syllables whereas the same phrase in Finnish, 
rakastan sinua niin, or even more precisely, minä rakastan sinua niin paljon, consists of 
seven or eleven syllables. I would add that the same phenomenon applies to some extent to 
English as well: would not shortens to wouldn’t and will not to won’t. In Finnish this type of 
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contraction is not possible. However, other strategies to make words shorter do exist in 
Finnish, such as using shorter, more colloquial forms of words. An example is the phrase Mä 
en mee (compared to the standard spelling Minä en mene), which could mean either I won’t 
go, I don’t go or I’m not going. 
 
Mannila (2005: 183) states that if the rhythm of the original lyrics has been followed, it is 
easier to put rhymes into place in the translation. In a rhythmically incorrect translation, the 
rhyme, however creative, is situated metrically wrong, because the number of syllables is not 
correct, or the stress is not on the right place. Salo (2006: 186) notes that rhythm can also be 
created by rhyme. Next I will discuss the last criterion of the Pentathlon Principle, which is 
rhyme.  
 
3.2.4 Rhyme 
Salo (2006: 168) defines the concept of rhyme as follows: “A rhyme is a phenomenon, in 
which similar speech sounds are repeated in a controllable manner. A rhyme is not always 
perfect and it can be situated in different parts of words and lines” [my translation]. A rhyme 
word is a word that rhymes with one or more other words and a rhyme pair is formed with 
two words that rhyme together. Salo (2006: 181) adds that rhymes are in most cases situated 
at the end of a line. These types of rhymes are given the most focus in this study, since they 
are the most common ones in the material. Salo (2006: 170) notes that in song lyrics, a rhyme 
is defined by how the word sounds, not how it is written. It is uncommon for a word to be 
pronounced differently than it is written in Finnish, but in English this rule is more relevant: 
words such as heart and part rhyme, because the diphthong ea in the first word is pronounced 
the same way as the vowel a in the latter word. According to Salo (2006: 165), rhyme can 
function as the main hook of the song. Therefore, these kinds of rhymes are extremely 
important from the translator’s point of view, since not translating them could destroy the 
main idea of the song.  Salo (ibid.) remarks that Finnish language is an excellent language for 
rhyming because there are so many ways to conjugate Finnish words.  
 
Low (2005: 198) notes that rhymes have been troublesome in song translation and that 
translators have given rhymes perhaps slightly too much emphasis. Low considers the 
Pentathlon Principle to be especially suitable in the case of rhyme because of its flexibility. 
According to Low (2005: 199), translators do not have to use exactly the same kind of 
rhyming or as many rhymes as in the source text. For example, the rhymes in the translation 
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do not need to be in the same place as in the source text. Low (2005: 199) notes that when a 
song is sung, words that rhyme can be over 10 seconds apart from each other. However, in 
subtitled song lyrics, 10 seconds is too much. As was discussed before in chapter 2.3, 
Ivarsson and Carroll (1998: 121) note that if rhymes are translated in subtitled song lyrics, 
rhyming should be executed within one subtitle so that the viewers will notice the rhyme. 
Translators cannot, therefore, place rhymes wherever they want in subtitled song lyrics.  
 
Low (2005: 199) notes that changing perfect rhymes to imperfect rhymes can sometimes be 
beneficial in order to retain the meaning. An example of an imperfect rhyme is a weak rhyme. 
According to Vilén (1997: 63–64), a weak rhyme in Finnish is formed by words that have the 
same vowel in the last short syllable and that have an odd number of syllables. Therefore, 
words that end with the same vowel but have an even number of syllables do not form a 
rhyme. Weak rhymes occur also in the material of this study every now and then. Vilén 
(1997: 67–68) mentions that also epistrophe, which is repetition of a word or words in 
consecutive lines (Davis 1989: 147), can be found in song lyrics. An example of an epistrophe 
from the material of this study can be seen in the lines: The sky is red tonight/ We’re on the 
edge tonight. Vilén (ibid.) says that the kind of epistrophe in which an entire phrase is 
repeated is common in Finnish schlager lyrics.  Epistrophe is not, however, a rhyme as such 
but related to it.  
 
The next chapter provides information about the Eurovision Song Contest itself, and also 
discuss the matters concerning translating the contest.  
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4. The Eurovision Song Contest and its audiovisual translation in Finland 
The European Song Contest is a contest arranged by the European Broadcasting Union (EBU) 
and televised around Europe (Mäkelä 2011: 113). The contest was held for the first time in 
1956 when there were seven countries participating (Mäkelä ibid.). One of the Finnish 
commentators of the contest, Asko Murtomäki (2007: 8), comments that the contest was 
planned to be a one-off event, but due to its enormous success, it has been arranged annually 
ever since. The first broadcast in Finland was shown in 1960 and the next year Finland, or 
more precisely Yleisradio (Yle), sent its first representative, Laila Kinnunen, in the contest 
(Pajala 2006: 11). Murtomäki (2007: 9) states that the ESC is an integral part of the history of 
Finnish television entertainment and that the contest is “the oldest still regularly televised 
entertainment show in Finland” [my translation].  Although the show itself and the publicity 
around it give the impression that the contestants represent their countries, Pajala (2006: 14) 
reminds that the performers are actually representatives of different television companies. The 
winning country, or the winning television company, is responsible for arranging the contest 
in the following year. 
 
Murtomäki (2007: 9) says that the contest has remained rather similar throughout its 
existence. However, there have been some changes, of which the most interesting from the 
point of view of this study, is the language rule from 1999. The rule says that the countries 
can perform the songs in whatever language they choose instead of using one of their national 
languages. Murtomäki (ibid.) continues that advocates for this change say that the freedom to 
choose the language puts different countries in a more equal position. It is thought that songs 
performed in a language that can be understood by as many people as possible succeed better, 
especially nowadays when in addition to the jury in each country giving points, the public can 
vote as well. The objectors of the freedom of language are not pleased with the dominance of 
English, which is the current trend in the competition. Some people think that because of this, 
the more rare languages are soon to be forgotten. Murtomäki (2007: 9–10) admits that English 
has grown its popularity in the contest after the language rule changed, but he reminds that 
every country still has a right to perform in their native language or any other language they 
choose, and some countries still do perform in their native language. The head translator of 
the ESC, Kalle Niemi notes that the language rule has had an effect on the quality of the 
source language, which is frustrating for the translators (Bruun 2011: 6). 
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Although Murtomäki (2007: 10) suggests that the language of the performance might not be 
the key factor in succeeding or not succeeding in the competition, he speculates that the 
language can actually be one way for the performers to stand out from the otherwise very 
similar performances. However, a Finnish ESC reporter Anna Muurinen argues that the 
language of the songs seems to make a difference, since English has been the language of 
most of the winning songs, altogether 27 times (Muurinen 2007:  114; European Broadcasting 
Union 2013). French has been the language of 14 winners and songs sung in other languages 
have won one to three times at the most. 
 
As discussed earlier in chapter 2.3, there is no obvious answer to the question of whether 
songs in films or television programmes should be translated or not. This question is also 
relevant in the ESC. In his article Choices in Song Translation, Johan Franzon introduces five 
choices of approaching song translation. The choices are: 
1) Leaving the song untranslated; 
2) Translating the lyrics but not taking the music into account; 
3) Writing new lyrics to the original music with no overt relation to the original lyrics; 
4) Translating the lyrics and adapting the music accordingly – sometimes to the extent that a 
brand new composition is deemed necessary; 
5) Adapting the translation to the original music. (Franzon, 2008: 376) 
 
In the Eurovision Song Contest, the strategies that are used in different countries are the first 
two. However, the second as well as the fifth choice are not completely unambiguous. Since 
aiming at singability and most of the other musical matters that translators can take into 
account while translating songs are excluded from this study, I cannot now know for sure 
whether the translators have taken the music into account in their translations or not. 
 
To my knowledge, Finland and Estonia are the only countries subtitling the songs in the 
contest. These two countries are thus applying Franzon’s second choice or strategy in song 
translation, translating the lyrics but not taking the music into account, which, according to 
Franzon (2008: 379), is common in subtitling. Franzon (2008: 378) mentions that these kinds 
of translations are “supplement to the original lyrics or performance”. From the point of view 
of the ESC, considering the subtitled lyrics as being supplement is a matter of opinion. Some 
viewers might consider the subtitles to be more important than other viewers, the same way as 
some people consider lyrics in general to be more important than music in a song. One 
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interesting question, however, is whether subtitled songs make the viewers think about the 
lyrics more than they would if they were merely hearing lyrics in a language they understand. 
 
Franzon (2008: 378) states that in films and television programmes, subtitling the songs might 
not be considered to bring anything new to the story and that by not translating the songs, they 
might feel more authentic. This idea might be adapted to the translation strategy of most of 
the countries showing the ESC, as they leave the songs untranslated. The disadvantage of this 
approach is of course that if the viewers are not familiar with the language, they do not know 
what the lyrics are about. This raises questions: Are music and the show more important in 
the contest than lyrics? Do subtitles ruin the atmosphere of the song?  
 
One other factor related to the question of whether to subtitle the songs in the ESC or not, is 
of course the audiovisual translation tradition that different countries have. According to 
Angrisani et al. (2009: 24), studies and surveys show that the preferable audiovisual 
translation technique in different countries is the one the viewers are used to. There are, 
however, different preferences also within countries, especially between people living in 
larger and smaller cities, and between university students and people without a university 
education. Nevertheless, in the light of these studies and surveys, it is logical that in typical 
dubbing countries, such as Italy, Germany and France, the songs in the ESC are not 
translated. Dubbing is obviously out of the question in a song contest, and having subtitles 
would most probably seem alienating and unnecessary for viewers that are not used to them. 
According to Angrisani et al. (ibid.), the possibly fast changing subtitles might be challenging 
for the viewers that are not used to subtitles, and therefore the subtitles can actually 
complicate, not help their understanding. What is interesting, however, is that as the study by 
Angrisani et al. (2009: 8) shows, there are 16 countries in Europe that do use subtitling in 
television, and still only two countries subtitle the songs in the ESC.  
 
As has been noted earlier, song translation and especially audiovisual song translation is 
extremely challenging. Translating the songs in the ESC has also another special feature that 
makes it even more challenging. According to Niemi (in Bruun 2011: 6) the timing of the 
subtitles has to be done live. In this way, translating the contest resembles opera translation, in 
which surtitling, which is also done live, is common. There is, however, one noteworthy 
difference between opera translation and translating the songs in the ESC. According to 
Virkkunen (2008: 246–248), in opera translation, everything that is seen on stage (such as the 
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set pieces) should be taken into consideration while making the translation: there should be no 
contradiction between the translation and what is seen on stage. When producing the subtitles 
of the songs in the ESC, however, the translators cannot take the whole performance or the 
image into consideration, since the show is done live and there are only one or two rehearsals 
before the actual show. The image and the stage show do not affect the lyrics either, since the 
songs could be performed outside the context of the ESC as well.  
 
Although this study concentrates on subtitling the songs in the contest, the broadcast of the 
ESC in Finland actually includes two different forms of audiovisual translation. In addition to 
subtitling, free commentary is used when the Finnish commentators translate some of the 
things the hosts of the contest say. This type of translation is also sometimes used in other live 
broadcasts, such as the broadcast of the Academy Awards (Lång 2014a). Free commentary is 
close to voice-over, which is one of audiovisual translation strategies. According to the 
website of Finnish audiovisual translation (Av-kääntäjät 2013), voice-over is an audiovisual 
translation strategy in which a person speaks on top of the original speech that can be heard 
quietly on the background. The reason why the commentators’ narration in the contest cannot, 
however, be considered to be voice-over, is that it is done live at the same time as the hosts 
are speaking, and the commentators do not have scripts of what the hosts are saying. Before 
each performance, the commentators also tell the name of the performer(s), the country they 
represent and the information of the song to be performed. All of this information can be seen 
written in English on the screen. 
 
The research material and methods for this study are introduced in the following chapters.   
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5. Research material 
The material used in this thesis consists of nine songs performed in the Eurovision Song 
Contest from 1992 to 2013. Both the original English lyrics and the Finnish subtitles are 
included (see Appendices 2–10 for all the lyrics and subtitles). The original lyrics of the first 
seven songs have been transcribed from DVDs that include the performances of all the 
winners of the ESC from 1956 to 2005 (CONGRATULATIONS 2005). The original lyrics of 
the last two songs have been transcribed from recorded television broadcasts of the 
competition in 2012 and 2013. The subtitles of the first seven songs can be found in Yle-
korpus (the Finnish Broadcasting Company Corpus of Subtitles or FBC Corpus) (Mäkisalo & 
Tirkkonen-Condit 2006) and the subtitles of the last two songs have been transcribed from 
recorded television broadcasts. The songs have had five translators altogether. In some years, 
there have been up to three translators working together, and in other years, there have only 
been one translator responsible for all the translations.   
 
There are a few reasons for choosing this particular set of songs. Nine songs is a suitable 
amount to get a fairly good picture of the subject within the scope of an MA thesis, and it also 
does not widen the study too much. In choosing the songs, the greatest restriction was the 
availability of the material, as the FBC Corpus only includes the ESC broadcasts from 1992 to 
2004. Therefore I also chose two more recent songs from the contests of 2012 and 2013 
which I had recorded earlier. The last two songs increase the time period a little and are a 
good addition to the ones that were chosen from the corpus. 
 
The second principle in choosing the songs was to find some kind of common factor between 
all the songs. First of all, all the songs in the study have originally been sung in English. 
Another common factor is that all the songs are the winning songs from each year. Another 
way of choosing the songs could have been choosing all the songs from just one year, but I 
wanted to have a wider time period in order to get a wider perspective on the topic. Some of 
the songs and especially their lyrics might seem frivolous or simple, but this is a part of the 
nature of the contest: one of the main purposes of the ESC is to entertain, therefore it is 
understandable that many of the songs aim at entertaining as well. As Murtomäki (2007: 10) 
reminds: “Music and other art forms include matters of taste that, as we know, cannot be 
argued about but that still should be argued about all the same” [my translation]. He adds that 
the contest should not be taken too seriously, although it does provide a good stepping stone 
for new artists. 
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Next, all the songs in the study are introduced, including the name of the song, the country 
that it represented, the year it won the competition, the performer, the composers and the 
lyricists of the song (if they are not the same as the performer) (CONGRATULATIONS 
2005). Only the first three songs include a translation of the title.  
o Why Me? (Ireland 1992) – Miksi minä? 
 Performer: Linda Martin 
 Composer/ Lyricist: Johnny Logan 
o Rock ‘n’ Roll Kids (Ireland 1994) – Rokkarit 
 Performer: Paul Harrington & Charlie McGettigan 
 Composer/ Lyricist: Brendan Graham 
o The Voice (Ireland 1996 ) – Ääni 
 Performer: Eimear Quinn 
 Composer/ Lyricist: Brendan Graham 
o Love Shine a Light (The United Kingdom 1997) 
 Performer: Katrina & The Waves 
 Composer/ Lyricist: Kimberley Rew 
o Take Me to Your Heaven (Sweden 1999) 
 Performer: Charlotte Nilsson 
 Composer: Lars Diedricson 
 Lyricists: Gert Lengstrand/ Marcos Ubeda 
o Fly on the Wings of Love (Denmark 2000) 
 Performer: The Olsen Brothers 
 Composer/ Lyricist: Jørgen Olsen 
o Everybody (Estonia 2001) 
 Performers: Tanel Padar, Dave Benton & 2XL 
 Composer: Ivar Must 
 Lyricist: Maian-Anna Kärmas 
o Euphoria (Sweden 2012) 
 Performer: Loreen 
 Composers/ Lyricists: Thomas G:son, Peter Boström 
o Only Teardrops (Denmark 2013) 
 Performer: Emmelie de Forest 
 Composers/ Lyricists: Lise Cabble, Julia Fabrin Jakobsen, Thomas Stengaard 
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6. Research methods 
The analysis is based on examining the research data according to five criteria, four from 
Low’s Pentathlon Principle: sense, naturalness, rhythm and rhyme and one of my own: 
restrictions and conventions of subtitling. In the analysis, the approach is mainly qualitative, 
but Low’s criteria rhyme and rhythm and my own criterion restrictions and conventions of 
subtitling will also be analyzed quantitatively. Eskola and Suoranta (1998: 18) mention that 
research data is usually very restricted in qualitative research, and therefore the analysis must 
be done in a very thorough manner, which is what I am aiming at in this thesis. Each song has 
to be analyzed equally thoroughly in order to obtain reliable results. These results, however, 
do not have to be comparable to other subtitled song lyrics, since this thesis is a case study. 
As mentioned earlier, translating the Eurovision Song Contest is a unique process and there 
has been no previous research on it. Eskola and Suoranta (1998: 61) note that qualitative 
research is not about statistic generalizations. Instead researchers intend to “describe a 
process, understand certain actions or give a theoretically meaningful explanation about a 
phenomenon” [my translation].  
 
Eskola and Suoranta (1998: 165) say that at its most basic form, quantitative research is about 
categorization and counting things. In this study, counting is included into three of the criteria 
that are analyzed: rhyme, rhythm and the restrictions and conventions of subtitling. When 
examining rhymes, the number of rhymes in the original lyrics and in the Finnish translation 
will be counted. The analysis of rhythm is based on counting the number of syllables of both 
the original and the translated texts. In analyzing the conventions of subtitling, I count all the 
punctuation marks that have been used and also how many of the subtitles are one-liners and 
how many are two-liners. 
 
In the analysis, I discuss each song separately and provide examples taken both from the 
original lyrics and the subtitles. The analysis of the songs is presented in a chronological order 
according to the year when the songs were broadcast in the Eurovision Song Contest, from the 
oldest to the newest. In each song, I am first going through Low’s criterion sense. The theme 
and the meaning of the song will be explained, in other words, what the original lyrics are 
about. Observations on the atmosphere of the lyrics and the song in general will be made as 
well. After that I compare these findings to the Finnish subtitles and also examine if some 
translated words or phrases give different connotations than the original ones. 
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The second criterion to analyze is naturalness. As mentioned in chapter 3.2.2, naturalness is 
the most ambiguous and subjective of all the five criteria, which is why I have operationalized 
the criterion and defined the features that are going to be examined to be register, word order, 
and the use of poetic words, such as added alliteration. According to Holliday (2010: 98–99), 
subjectivity is essential in qualitative research. Eskola and Suoranta (1998: 20) remind that 
when researchers use qualitative methods, they have to be especially careful when they are 
explaining their solutions. Therefore, due to the highly subjective nature of this criterion, I am 
not going to decide whether the subtitles are natural or not, but instead I am examining what 
sort of register, word orders and other poetic elements have been used and whether they 
increase or decrease the naturalness of the subtitles. Naturalness is examined especially from 
the point of view of Finnish song lyrics. 
 
The next criterion is rhythm. The number of syllables of each line of the original lyrics and of 
each subtitle will be counted and compared to each other. I also try to look for some other 
ways of creating rhythm, such as line breaks in the subtitles that reflect a pause in the song. 
The fourth criterion to examine is rhyme. All the rhymes in the original lyrics and in the 
Finnish subtitles will be identified and these findings compared to each other. In this study, 
the focus is on end rhymes, but some observations of alliteration (more specifically added 
alliteration) emerge in the discussion of naturalness. Due to the scope of this study, I am not 
dividing the rhymes into different categories, but merely identifying them. Weak rhyme 
makes an exception, as it is discussed in a few examples in the analysis. I will not identify the 
rhyme schemes used in the original lyrics either, since executing rhyme schemes is difficult in 
subtitling, as the most usual way to use rhymes in subtitling is to place the rhyme pair within 
one subtitle. All the lines of the original song that have been translated are included in the 
analysis, including repetitive choruses. Therefore, the same rhyme can occur multiple times 
within one translation, and all these occasions are counted. 
 
Finally, I will go through the restrictions and conventions of subtitling, which are referred to 
as subtitling in the analysis. I make notes about the punctuation, the use of capital letters, 
condensing, omissions, and has the translator used more one-liners or two-liners. Subtitling-
related matters also appear in the analysis of the other criteria from time to time, for example 
if sense has been altered in order to make the translation shorter. Finally, I will summarize the 
results and how each criterion of Low’s theory has been applied, or if some criterion has been 
emphasized more than others, and whether this has an effect on the other criteria. 
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The main focus in the analysis in on textual matters, since adding too much musical analysis 
would widen the scope too much. As a musician myself, I understand that musical matters are 
an integral part of song translation, but since the current study is about subtitled lyrics, putting 
too much emphasis on musicality is not necessary. Musicality is not completely ignored, 
however, since it will have a role in the analysis of three of Low’s criteria: sense, rhythm and 
rhyme. When I describe the atmosphere of the lyrics, I use both the lyrics and the music as 
tools, since in my opinion, they both contribute to the feeling that the song gives. Both rhythm 
and rhyme add musicality in a text, and therefore they also add song-like features in the 
subtitles.  
  
In addition to musical matters, one aspect of subtitling, timing, is also excluded from the 
study. Timing is not relevant in this study, and it would also be impossible to study, since the 
research material does not include the actual video material with the subtitles for most of the 
songs. The specific length of the subtitles is not of interest in this study either, therefore I am 
not counting the number of keystrokes on every line. However, the length of the subtitles is 
part of the analysis of condensing. 
 
The examples used in the analysis are mainly presented in a table format. One or two lines of 
the original lyrics and each individual subtitle, whether it consists of one or two lines, are 
written on one row of the table. Original English lyrics are on the left column and the Finnish 
subtitles on the right. If there are several lines in one example that are non-consecutive in the 
song, the lines are separated by a space. Since there are no official written versions of the 
original lyrics, I do not know where the lyricists have intended a comma, a full stop or any 
other punctuation mark, and hence I do not know which words should be capitalized. 
Therefore, I use a comma in the original lyrics mainly as an indicator of a short pause in 
singing, and I do not use full stops at all. Question marks are used when there is a clear 
question. I have also capitalized all the first words of a line, but in the case of a pair of lines, 
only the first word of the first line is capitalized. To emphasize some words that are essential 
in the examples, the words are bolded. In the discussion of rhymes, all the rhymes in the 
examples are underlined, as shown in example (1). 
 
 
 
 
  35 
Example (1) 
And sometimes, when I turn around 
and you’re there like today 
Kun sinun näen vierelläin 
yhä viipyvän 
And I wanna say niin kysyn näin: 
Why me 
I look at you and I get the feeling 
Miksi 
saan sulta kaiken rakkauden? 
     
  
Sometimes also italics are used to indicate examples, especially if the example consists of 
only a few words and it is placed within the body text. In these examples, a slash indicates a 
line break, as in Kun sinun näen vierelläin/ yhä viipyvän. 
 
In the analysis, the term line means both the line of a song and the line of the subtitle, but as it 
is usually discussed in different contexts, there will not be any confusion about which 
definition is talked about. Should there be any chance of confusion, it is specified which term 
is discussed in each case (the original line vs. the subtitled line). A list of other terms, such as 
the names of the different parts of a song, which are explained along the study, can be found 
in Appendix 1. 
 
The following chapter concentrates on the analysis of the research material. In the last 
subchapter, 7.10, the results of the analysis are discussed. 
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7. Analysis 
In this chapter, all the nine songs are analyzed separately in a chronological order. The first 
three songs are the only ones that include a Finnish title, which is why the Finnish title is not 
provided for any of the other songs. All the findings in the analysis are discussed at the end of 
the chapter. 
 
 
7.1 Why Me? – Miksi minä?  
Sense: The song Why Me? is a ballad with typical love song lyrics. It tells about a person who 
is in love and who feels that she is very lucky to be loved. The person does not, however, 
understand why she is the one that the other person loves. This wondering can also be seen in 
the title of the song, Why Me? The music and its harmony are in major key, which is 
considered to relate more to happiness than sadness or melancholy. Together with the grand 
and almost theatrical musical arrangement, the lyrics create a positive atmosphere.  
 
The theme and the atmosphere of the subtitled lyrics is the same as in the original text. The 
meaning in each individual subtitle has also been retained in the Finnish text. In case there is 
no Finnish equivalent for an idiom, the translator has used a different, more Finnish idiom or 
a phrase. An example is: 
 
Example (1) 
You take my breath away olen aivan sanaton 
 
In example (1), the idiom used in the English lyrics does not exist in Finnish, therefore it has 
been replaced by a more Finnish idiom that has a similar meaning. Replacing a source 
language idiom with a more appropriate target language idiom is similar to Low’s (2005: 194) 
notion of translating metaphors in song lyrics: instead of using a similar metaphor in the 
target language, translators can use some other metaphors that function in the same way as the 
original. 
 
There are only a couple of subtitled lines that slightly differ from the original meaning, as in 
the following example: 
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Example (2) 
Why me 
I look at you and I get the feeling 
Miksi 
saan sulta kaiken rakkauden? 
 
In example (2), the original phrase is more ambiguous, more open to different interpretations, 
whereas the subtitle is more specific. The Finnish phrase saan sulta kaiken rakkauden does 
not have the same meaning as the English line I look at you and I get the feeling, instead, it 
could be considered as one interpretation of the original phrase that, due to its ambiguity, 
would have been difficult to translate with the exact same meaning. 
 
Another example of different meaning in the subtitle is shown in example (3). 
 
Example (3) 
And why it’s me 
who’s gonna be the one to make you feel 
all right, tonight 
Miksi minä vain onnen antaa 
sinulle saan, onnestain?  
 
  
The subtitle is rather vague since the literal translation of it, Why only I may give you 
happiness from my happiness?, does not have the same meaning as the original phrase, and 
also the word tonight has been omitted from the subtitle. However, following the meaning of 
the original lyrics more closely might have been impossible to execute in one subtitle, 
therefore the vagueness of the translation might be a result of condensing the text. This 
subtitle is also the only one in the translation that is rather hard to understand on the first 
reading, which affects naturalness. This might also be due to condensing. 
 
According to Low (2005: 191), lexical repetition does not always have to be translated in the 
same way in songs, but near synonyms can be used instead. Salo (2006: 112), however, notes 
that repetition can be used as a stylistic device as it can function as one of the hooks of the 
song. In the English lyrics of Why me?, the word sometimes is repeated altogether seven 
times, always being the first or the second word of a line, as in Sometimes I watch you passing 
by my window. Therefore repeating this word can be considered to be one of the hooks in the 
song. The translator has used three different strategies to translate the word: by using the 
semantic equivalent joskus two times, by using the word toisinaan (a synonym for joskus) two 
times and using some other strategy three times. All of these options retain the original 
meaning, but one stylistic device of the original lyrics, repetition, might be lost. However, 
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considering this from the point of view of the skopos theory, the intention of the lyricist and 
the function of the subtitles are different, and the translator has made the translation more 
functional by following the subtitling conventions and omitting repetition. 
 
Naturalness: The overall register of the subtitles is similar to the register of the original 
lyrics. The translation is mainly written in standard language, but at the same time the 
language is rather poetic. However, there are also a few colloquial words in the subtitles, 
which do not always correspond to the overall register. The colloquial words are: sulta, mä, 
untas and nään. The first two words are colloquial forms of personal pronouns sinulta and 
minä, and they are common in speech and also in song lyrics, but they are not entirely suitable 
for the rather poetic overall register of the subtitles. Apart from the words sulta and mä, all 
the other personal pronouns in the subtitles are in their standard form. The third word is a 
shortened form of the word untasi, which is an example of an apocope, which, according to 
Tieteen termipankki (2014), refers to omitting the last vowel in a word. Using apocope is also 
common in songs. The last word, nään, is a colloquial form of the word näen. This word has 
appeared earlier in the translation in a different context in its standard language form: 
 
Example (4) 
1. time Kun sinun näen vierelläin 
yhä viipyvän 
 
2. time Pohdin rakkauttani, 
sen silmistäsi nään 
 
The register in the first subtitle in example (4) is very formal and poetic, which is why it is 
suitable to use the standard form näen. In the second subtitle, the word is at the end of the 
subtitle, and it could be argued that the colloquial form nään is easier and faster to read and 
say, particularly at the end of a line, than the standard form näen, which includes a diphthong. 
All the colloquial words used in the subtitles of this song are short, which makes them an 
asset for the subtitler, since using those saves space. Although subtitlers usually have to be 
careful when using colloquial forms of words, song lyrics could be considered as an 
exception. 
 
The word order in the translation is not always typical Finnish word order, but as Palmgren 
(1986: 334) notes, inversion is common in poetry. I would add that it is rather typical also in 
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song lyrics, especially in Finnish, in which word order is relatively free compared to English. 
An example of a word order that would be considered untypical in other types of written 
Finnish texts, but not so untypical in song lyrics is shown in example (5). 
 
Example (5) 
Why me 
I look at you and I get the feeling 
Miksi 
saan sulta kaiken rakkauden 
Why me Miksi? 
I know it’s true but I can’t believe it Sen tiedän mutta usko en 
 
In the last subtitle, the Finnish word en has been placed as the last word in the line when 
normally it would be situated before the word usko. Palmgren (1986: 334) states that inverted 
word order can sometimes be forced by rhyming, which is the situation in this subtitle: the 
previous Finnish phrase ends with the word rakkauden, which rhymes with the word en.  
 
There is one line in the subtitles that is especially interesting from the point of view of 
naturalness: Kun sinun näen vierelläin yhä viipyvän. In addition to untypical word order in 
this subtitle, there are also two conjugations that are untypical in other types of texts: sinun 
and vierelläin. In this phrase, the word sinun is an accusative of the word sinä, but the correct 
case here would be the morphological accusative, which is used with personal pronouns 
(Savolainen 2001). The morphological accusative of the word sinä is sinut. The standard 
spelling of the word vierelläin is vierelläni. But as Vilén (1997: 119) notes, sometimes the 
possessive suffix -ni for first person singular changes into the suffix -in in poetry. In addition 
to the word vierelläin, similar conjugations can be found in the lyrics in words sylissäin and 
onnestain. Both, the use of accusative instead of the morphological accusative and switching 
an -ani or -äni ending in a word into an -ain or -äin, are poetic elements that add song-
likeness in the subtitles. 
 
In addition to inversion and the use of poetic inflections of certain words, there is also plenty 
of added alliteration in the subtitles: kun kuljet, silloin sinuun, syyn siihen, saan sulta, sen 
silmistäsi, sydämesi sykkivän, kun katson, miksi minä and sinulle saan, which make the lyrics 
even more poetic.  
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Rhythm: The song consists of three verses, two and a half choruses and a bridge, which is a 
lyrically and musically different section in a song that usually appears before the last chorus 
or double chorus. There are altogether 275 syllables in the original lyrics and 255 in the 
subtitles, which shows that the translator has condensed the text to some extent. Although the 
original rhythm has not been followed entirely, there is only one translated line that deviates 
by more than two syllables from the original line, as can be seen in example (6). 
 
Example (6) 
I know it’s true but I can’t believe that 
it’s me 
(12) Sen tiedän mutta usko en (8) 
The figures in parentheses show the number of syllables in each line. 
  
In general, the subtitled lines tend to have one or two syllables less than the English lines of 
the song, which is reasonable considering the space restrictions of subtitling.  
 
The title of the song, Why Me?, has been translated as Miksi minä?, but in the chorus, the 
English phrase has been translated as merely Miksi? However, there is one occasion, the last 
time the phrase appears, when this phrase has been translated as Miksi minä? By omitting the 
word minä form the subtitles in most cases, the translator has retained the rhythm of the 
original phrase.  
 
In addition to syllable count, another tool in creating rhythm in this translation is using an 
unusual line break in the first line of the chorus, as shown in example (7). 
 
Example (7) 
Why me 
I look at you and I get the feeling 
Miksi 
saan sulta kaiken rakkauden? 
 
In example (7), there is only one word, miksi, on the first line of the subtitle, which is unusual. 
However, by having the line break after the first word, the translator imitates the rhythm of 
the source text lines, in which the singer sings a long note on the word me, after which there is 
a pause in singing before the word I.  
 
Rhyme: In the original lyrics, there is one rhyme in both verses, two rhymes in the chorus and 
one rhyme in the bridge. There is also one epistrophe in the chorus as the phrase why me has 
  41 
been repeated: Why me?/ I look at you and I ask myself why me. There is one rhyme less in 
the translation, and the rhymes are not always situated at same places as in the original lyrics, 
which is acceptable according to both Low (2005: 199) and Ivarsson and Carroll (1998: 121). 
 
There are two rhymes in the first verse in the subtitles, thus the translator has added one 
rhyme that did not exist in the original lyrics. There are two rhymes in the chorus in the 
original lyrics and one rhyme in the subtitles. Hence, the subtitler has left out one rhyme in 
the translation. The epistrophe why me has been retained in the translation, which can be seen 
in the lines Miksi?/ Sinua katson ja kysyn miksi. The only rhyme in the second verse of the 
original lyrics is situated at the end of the verse. There is a rhyme in the translation as well, 
but it is in a different place and of a different kind: 
 
Example (8) 
And listen to the beating of your heart ja kuulen sydämesi sykkivän 
And sometimes, when you’re lying there 
You take my breath away 
Kun katson sinuun lepäävän, 
olen aivan sanaton 
And I wanna say ja kysyn näin: 
 
In example (8), the rhyme in the subtitles might be accidental, since its position is unordinary: 
the last word of one subtitle forms a rhyme pair with the last word of the first line of the next 
subtitle. By doing this, however, the translator has put the rhyme words closer to each other, 
which makes it easier for the viewer to catch the rhyme. Ivarsson and Carroll (1998: 121) note 
that rhyming should be executed within one subtitle for this reason, but since the first subtitle 
is a one-liner, and end rhyme could not be executed in the first subtitle alone. 
 
Subtitling: There are altogether 29 subtitles, of which 17 are one-liners and 12 are two-liners. 
There are no full stops in the translation, but the translator has used some other punctuation 
marks. Every time there is a question in the subtitle, there is a question mark at the end. There 
are also five commas, two of which are used in places where the singer would have a pause. 
Subordinate clauses are separated from the main clause by a comma, if they are both in the 
same subtitle. However, if both the main clause and the subordinate clause are on the same 
line, comma is not used. No comma has either been used if the main clause is in one subtitle 
and the subordinate clause follows it in the next. There are also two colons used. An example 
of the use of punctuation is shown in example (9). 
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Example (9) 
And sometimes, when you’re lying there 
you take my breath away  
Kun katson sinun lepäävän, 
olen aivan sanaton 
And I wanna say ja kysyn näin: 
Why me? 
I look at you and I get the feeling  
Miksi saan sulta kaiken rakkauden? 
 
Although there are no full stops in the translation, the use of capital letters is consistent: 
whenever a subtitle starts a new sentence, the first word has been capitalized.  
 
The only omission in the subtitles can be found in the chorus, where the phrase Why me? has 
been translated as Miksi? instead of Miksi minä? However, more condensing has been done. 
One condensing strategy is the use of the shortened, more colloquial forms of certain words, 
such as Finnish personal pronouns, which Törnwall (1990: 43) notes can cause problems for 
translators because of their length. Condensing can also be seen in the length of the lines in 
general, since the lines are much shorter in the subtitles, as shown in example (10). 
 
Example (10) 
You choose to feel the way you feel 
about me 
(44) miksi olet minut valinnut (25) 
The figures in parentheses show the number of keystrokes in each line. 
 
Summary: The theme and the atmosphere of the original lyrics have been retained in the 
subtitles. Although there is some deviation in meaning in some lines of the song, all the 
deviations are rather slight, therefore it can be said that the translator has clearly aimed at 
retaining the sense of the original lyrics.  Plenty of poetic elements, such as inversion, added 
alliteration and poetic forms of certain words have been used in the translation, which makes 
the subtitles more song-like. However, the occasional use of colloquial words does not always 
correspond to the otherwise more standard register of the subtitles, which decreases 
naturalness. The translator has condensed the original lyrics, which can be seen in the smaller 
number of syllables in the subtitles compared to the original lyrics (there are 20 syllables less 
in the subtitles). However, the rhythm in each individual subtitle is rather close to the original 
rhythm, as there is only one subtitle the rhythm of which deviates from the original by more 
than two syllables. Although the rhymes in the subtitles are not always situated at the same 
places as in the original lyrics, the amount of rhymes is almost the same in both texts. 
Therefore, the original rhyming has been taken into account in the subtitles. 
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A slight majority of the subtitles are one-liners. No full stops have been used, but the use of 
capital letters is consistent: all the subtitles that start a new sentence start with a capital letter. 
The most common punctuation mark is a comma: there are altogether five commas, which 
have been used in a consistent manner. All the subtitled lines that include a question end with 
a question mark. Two colons have been used as well. There is only one noteworthy omission 
in the subtitles, as the repeating phrase Why Me? has mainly been translated as merely Miksi? 
However, condensing occurs more often, which can be seen especially in the use of the 
shortened, more colloquial forms of certain words and the length of the subtitles. 
 
 
7.2 Rock ‘n’ Roll Kids – Rokkarit  
Sense: In this song, the singer reminisces about a time in his youth, the time of rock ‘n’ roll. 
Unlike most of the other songs in this material, the lyrics of this song tell a specific story 
about two people in the past and what they have become. Although the ultimate theme is love, 
the song is not a typical love song when considered from the lyrical point of view. The 
atmosphere of the story-like lyrics is very calm and nostalgic, and together with the dreamy 
and a little melancholy melody the nostalgia makes this song romantic.  
  
The translator has retained the theme of the song, the feeling of nostalgia, in the subtitles. The 
meaning has been retained in almost all the subtitles as well, but this translation is the only 
one in the study that includes domestication in a few subtitles.  One domesticated word can be 
seen in example (1) as the phrase blues suede shoes has been translated as brylkreemi 
(Brylcreem, a brand of men’s hair cream). 
 
Example (1) 
Blue jeans and blue suede shoes oli farkut ja brylkreemii 
 
In example (1), blues suede shoes is an allusion from the Elvis song Blues Suede Shoes, which 
was released in the golden age of rock ‘n’ roll. Although many Finns would probably 
recognize that song by Elvis, the literal translation siniset mokkakengät would probably not be 
connected to that song. The phrase would also be too long for subtitles. The translator’s 
solution to use a domesticated word brylkreemi aims at giving similar connotations of the past 
for Finns in 1994, when this song was broadcast in the ESC, as the original lyrics give for 
English speaking viewers. Finns might also associate the word brylkreemi with the song 
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Marilyn by Juice Leskinen, which was released in 1974 (Puranen 2014). Either way, the word 
refers to the past, which shows that the translator has taken the function, or the skopos of the 
translation into consideration, although meaning has been changed by using a domesticated 
word. One other domestication can be seen in example (2).  
 
Example (2) 
Golden Oldies but we hardly speak Kaksin tuskin enää jutellaan 
 
The phrase Golden Oldies is a culture specific term that refers to the past. The term does not 
have a Finnish equivalent, therefore the translator has used a more general word kaksin that 
does not have the same meaning as the original phrase, but that is probably more 
understandable for the Finnish audience than a more literal translation would have been. 
 
Naturalness: The translator has used plenty of colloquial words in the subtitles, which suits 
well with the register of the narrative original lyrics and makes the translation sound natural. 
One of the tools for making the language in the translation more colloquial is the use of 
apocope. Examples of apocopes are the words kuuskytkaks (vs. kuusikymmentäkaksi) and 
kuustoista (vs. kuusitoista). Another tool is to use the passive voice instead of the active first 
person plural. All of the first person plural forms have been replaced by passive forms: oltiin, 
asuttiin, surtu ei, oltiin, haluttiin, kuunneltiin, jutellaan, kierrellään, oltiinko (vs. olimme, 
asuimme, emme surreet…) 
 
The word order deviates from typical Finnish word order in many lines in the translation. But 
as discussed earlier in chapter 3.2.2, this is not always a negative feature in Finnish and in this 
song particularly, inversion merely adds song-likeness and makes the subtitles in that sense 
more natural. In many cases, the untypical word order is the result of syntactic parallelism, in 
which the verb is situated at the end of the line. Another reason is rhyming, which according 
to Palmgren (1986: 334), is a common reason for inversion. An example of untypical word 
order caused by both syntactic parallelism and rhyming is shown in example (3). 
 
Example (3) 
Now Johnny’s in love with the girl next door Johnny naapurin tyttöön rakastui 
Mary’s down at the record store Ja Mary levykauppaan pestautui 
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In addition to inversion, not many other poetic elements or words have been used. There are a 
couple of alliterations in the translation, rakkaus rajaton, ei enää and kunpa kuulisi kun, of 
which the first two are added alliteration. The last alliteration is not added, since there is an 
alliterative phrase in the original lyrics at the same place as well: How I wish we could. Since 
the English lyrics are narrative and speech-like, having more alliteration or other traditional 
poetic elements in the translation could have made it sound unnatural. Thus, the main means 
of making the translation sound natural is the use of colloquial language. 
 
Rhythm: The song consists of two verses and two and a half choruses. The translator has 
followed the rhythm of the original lyrics very closely. The number of syllables is identical in 
20 of the 34 lines of the song, and the number never deviates by more than two syllables. 
Therefore, the total number of syllables in the original lyrics and the translation is almost 
identical: there are 273 syllables in the English lyrics and 269 in the subtitles. The probable 
reason why the translator has been able to keep the syllable counts almost identical is the slow 
tempo of the song and low number of words. The first verse looks as follows: 
 
Example (4) 
I remember '62 (7) Oli vuosi kuuskytkaks  (7) 
I was sixteen and so were you (8) Oltiin kuustoista molemmat  (8) 
And we lived next door  
on the avenue 
(5) 
(5) 
Naapureina me  
silloin asuttiin  
(5) 
(5) 
Jerry Lee was big and Elvis too  (9) Oli Elvis ja Jerry Lee  (8) 
Blue jeans and blue suede shoes  (6) oli farkut ja brylkreemii  (8) 
And we never knew  
what life held in store 
(5) 
(5) 
Ja me surtu ei 
mitään tulevaa  
(5) 
(5) 
The figures in parentheses show the number of syllables in each line. 
 
In addition to syllable count, another tool in creating rhythm in this translation, as was also in 
the song Why Me?, is the use of line breaks whenever there is a musical rest. This way the 
division of lines in the subtitles imitates the rhythm and the musical rests of the song, as 
shown in example (5). 
 
Example (5) 
We just never seem to rock ‘n’ roll anymore Nyt ei enää meillä rokki soi 
milloinkaan 
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In the song, the singer phrases the line in example (5) in a way that he pauses briefly before 
the word anymore. The translator has imitated that with an unusual line break, and has left 
only one word on the bottom line. This is a good example of the flexibility of the Pentathlon 
Principle, as the conventions of subtitling have not been followed completely in order to 
follow and create rhythm in subtitles. 
 
Rhyme: One of the hooks of the original lyrics is definitely rhyming, since excluding two 
lines in the chorus, every line ends with a rhyme word. Although there are not as many 
rhymes in the translation as in the original lyrics, there is a moderate amount of rhyming in 
the subtitles as well. Most of the subtitles are one-liners, which makes it more difficult to use 
rhymes, because instead of having the rhyme in a single subtitle, the rhyme words are situated 
in two separate subtitles. This might make recognizing the rhymes more difficult. This is, 
however, what has been done in the translation. All the rhymes in the subtitles are executed in 
two consecutive one-liners, and there are no rhymes in the two-liners, which is not what 
Ivarsson and Carroll (1998: 121) recommend. 
 
The subtitles of both verses include fewer rhymes than the original verses, but there is 
actually one more rhyme word in the subtitled chorus compared to the original chorus, which 
is shown in example (6). 
 
Example (6) 
We were the rock ‘n’ roll kids  Rokkareita oltiin niin 
And rock ‘n’ roll was all we did  Sitä vain me haluttiin 
And listening to those songs on the radio  ne laulut 
radiosta me kuunneltiin 
I was yours and you were mine Oli rakkaus rajaton 
But that was once upon a time Siitä kauan aikaa on 
Now we never seem to rock ‘n’ roll anymore 
 
Nyt ei enää meillä rokki soi 
milloinkaan 
 
 
Subtitling: Because of the slow tempo of the song, the translator has been able to use plenty 
of one-line subtitles throughout the entire translation: altogether twenty out of thirty subtitles 
are one-liners. Using plenty of one-liners is an advantage, since they are easier and faster to 
read. There is only one punctuation mark in the translation, a question mark at the end of the 
  47 
only subtitle that includes a question. The use of capital letters is not consistent: there are four 
subtitles that start with a small letter, but all the other ones start with a capital letter. There is 
even one subtitle in the chorus, S/sitä vain me haluttiin, which starts with a capital letter in the 
first chorus, but with a small letter in the second chorus. 
 
There is one omission of one whole line in the translation: And we lived next door/ on the 
avenue has been translated as Naapureina me/ silloin asuttiin. Omitting the phrase on the 
avenue does not change the meaning of the original lines, instead, by omitting the phrase, the 
translator has saved space and managed to retain the original number of syllables and thus the 
original rhythm. The translator has also condensed the lyrics in several subtitles. As was 
discussed earlier in relation to the colloquial register of the translation, all the verbs in the first 
person plural form have been changed into passive form, which also condenses the subtitles: 
Ja me surtu ei mitään tulevaa (29 keystrokes) vs. Ja me surreet emme mitään tulevaa (33 
keystrokes). Another way of condensing the text is to change the verb tense, as in the first two 
lines of the second verse shown in example (7). 
 
Example (7) 
Now Johnny’s in love with the girl next door Johnny naapurin tyttöön rakastui 
Mary’s down at the record store Ja Mary levykauppaan pestautui 
 
The original lyrics are written in the present tense, but in the translation, the verbs are 
changed into past tense. This change does not have an effect on the meaning and it saves 
space in the subtitles: rakastui and pestautui are shorter forms than the same words in present 
or present perfect: on rakastunut and on pestautunut/ on töissä.  
 
Summary: The theme and the atmosphere of the original lyrics have been retained in the 
subtitles. The translator has also retained the meaning of the original lyrics in nearly all the 
subtitles. The only deviations in meaning in some subtitles are a result of domestication, and 
although the semantic meaning in these subtitles differs from the original, the idea behind 
them is similar to the original. The narrative style of the original lyrics has been retained in 
the subtitles, and the colloquial language used in the translation corresponds to the register of 
the original lyrics. Plenty of inversion has been used, which makes the translation more song-
like. Very few poetic words or alliteration have been used in the subtitles, which together with 
the colloquial register correspond to the original register as well.  
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The rhythm in the subtitles is almost identical to the original rhythm and no subtitled lines 
deviate from the original lines by more than two syllables. The translator has also imitated the 
original rhythm by using unusual line breaks. There are plenty of rhymes in the original 
lyrics, therefore rhyming could be considered to be one of the hooks of the song. Although 
many of these rhymes have been retained in the subtitles, especially in the chorus, many 
original rhymes have also been omitted. Although Low (2005: 199) comments that translators 
do not need to use as many rhymes in the translation as in the original lyrics, and Ivarsson and 
Carroll (1998: 121) state that translating rhymes in subtitled songs is not very important, by 
leaving out many of the rhymes, the translator might have lost one of the hooks of the song. 
 
Most of the subtitles are one-liners, and only one punctuation mark has been used: a question 
mark at the end of the only subtitle that includes a question. The use of capital letters is not 
consistent. Apart from four subtitles, all the other ones start with a capital letter, but there is 
not a systematic way of using the capital letters in certain lines and leaving them out in others. 
Not many omissions have been made in the subtitles, as there is only one original line that has 
been omitted. The most common tool in condensing the subtitles is changing all the verbs in 
the active first person plural into passive voice. By doing this, the translator has been able to 
keep the syllable counts similar, take the conventions of subtitling into consideration by 
condensing the original lyrics, and also take the original register into consideration by making 
the subtitles more colloquial.  
 
 
7.3 The Voice – Ääni 
Sense: The Voice is a song that is highly influenced by Irish folk music, and both the music 
and the lyrics are filled with mystique. The lyrics contain plenty of nature-related words and 
there are also references to different seasons. The first two lines of the song are the only lines 
where the singer is also the narrator of the song. On the third line, Listen my child, you say to 
me, the singer switches from being the narrator to being the recipient of the song. From that 
line on, the narrator is the voice of the song, which tells the singer (and through her the 
audience as well) to listen to the voice and not to be afraid. The rest of the song explains in 
different ways what kind of a voice the narrator is. The register of the original lyrics is rather 
poetic, which can be seen in example (1). 
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Example (1) 
I am the voice in the fields 
when the summer's gone 
The dance of the leaves 
when the autumn winds blow 
Ne'er do I sleep throughout  
all the cold winter long 
I am the force that in springtime will grow 
 
The translator has retained the mystical theme of the song and also mostly the meaning of the 
original lines in the subtitles. Although the main idea has been retained in each subtitle, the 
translator has translated the subtitles rather freely. Since the language in the original lyrics is 
rather poetic, the strategy to translate the song more freely is justified. A more literal 
translation could have resulted in unnatural subtitles. Low (2005: 195) says that in songs, 
difficult poetic expressions can be translated into more reader-friendly language. Therefore, 
by translating the original poetic expressions more freely in the subtitles, the translator has 
also taken the skopos of the translation into consideration. 
 
There is one subtitle, in which the meaning has been changed only slightly, but this slight 
deviation changes the perspective of the translation completely compared to the original 
lyrics. 
 
Example (2) 
Listen my child, you say to me lapseni, kerron sinulle 
 
If the English line in example (2) was written on paper, it could be written as “Listen my 
child,” you say to me. This way the direct speech is spoken by the narrator, the voice, and the 
rest of the phrase by the singer. In the translation, however, the whole subtitle is spoken by 
the same person, the singer, who also is the narrator in the translation throughout the entire 
song. Therefore, this subtitle suggests that the singer herself is the voice in the song, although 
the original lyrics suggest otherwise. Although the translation of this line does not have a 
great impact on meaning, it changes the perspective of the song; from whose point of view the 
song is sung. 
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One example of the translator’s more free interpretation of the text is the way the repeating 
words I am the voice have been translated. This phrase is repeated 19 times in the original 
lyrics. It has mostly been translated as äänenä (11 times) and as by more direct translation 
olen ääni (four times). Some other phrase has been used once and the last three occasions are 
omitted in the translation. Example (3) shows the different ways the phrase has been 
translated. 
 
Example (3) 
I am the voice of your hunger and pain äänenä nälän ja kärsimyksen 
 
I am the voice of your history olen ääni menneisyytesi 
 
I am the voice of the future olen myös tulevan ääni 
 
The translations in example (3) result in similar meanings with the original lines, but using the 
word äänenä [as a voice] instead of olen ääni [I am the voice] in the first subtitle makes the 
phrase slightly more impersonal. Another slight deviation in meaning can be seen in the first 
subtitle: the word pain has been translated as kärsimys. Although they both give the same 
connotation in this context, the meaning is not exactly the same. This could be seen as a case 
of using a near synonym, which, according to Low (2005: 194), is acceptable because of the 
flexibility of the Pentathlon Principle. 
 
There is only one subtitle the meaning of which the translator has altered slightly more: 
 
Example (4) 
Filled with my sorrows and blood in my 
fields 
vainiot veriset, poltetun maan 
 
In example (4), the subtitle literally means bloody fields of the burnt soil. The first phrase, 
bloody fields, does contain the original meaning, but the second phrase means something 
completely different than the original phrase filled with my sorrows. What is interesting is that 
the translator has used this subtitle later in the song as the translation for I am the voice of 
your hunger and pain, which was previously translated differently, as shown in example (5). 
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Example (5) 
1. and 2. time I am the voice of your hunger and pain äänenä nälän ja kärsimyksen 
3. time I am the voice of your hunger and pain vainiot veriset, poltetun maan 
 
This might have been an honest mistake of copy-pasting the wrong line by the translator, 
because the phrase has been translated differently twice before. Nevertheless, whatever the 
reason is for the different translation on the third time, the translation vainiot veriset, poltetun 
maan does not mean the same thing as the English line I am the voice of your hunger and 
pain. 
 
Naturalness: The subtitles are written in standard language and no colloquial words have 
been used. Using a slightly formal and poetic register in the subtitles is suitable for this song, 
because together with the arrangement of the song, the mystical and poetic English lyrics 
create a rather serious atmosphere. The word order is typical Finnish word order in the first 
six subtitles, but the rest of the song is more poetic, which can be seen in the inverted word 
order in many of the subtitles. Despite of the inversion, all the subtitles make sense and 
therefore the inversion does not decrease naturalness. There is syntactic parallelism in the 
translation, but in this song, it is not a result of placing a verb at the end of the line. The 
syntactic parallelism is caused by the use of the word äänenä, which is the essive form of the 
word ääni, in the beginning of 11 subtitles. Two other words occur in the essive form in the 
beginning of lines as well: tanssina and voimana. The use of the essive form instead of saying 
Minä olen [I am] as in the original lyrics also condenses the subtitles. Another poetic element 
used in the translation is added alliteration, but there are only two occasions, kuulen kun and 
vainiot veriset.  
 
Rhythm: The form of the song is rather untypical, since the song could be said to consist of 
only one verse followed by five choruses. The first three choruses are all different and the last 
two are more or less repetitions of the first two choruses. As in the previous song, the 
translator has followed the original rhythm very closely: the syllable count in the original 
lyrics is 250 (excluding the lines at the end of the song that are not translated) and 247 in the 
subtitles.  Out of the 27 original lines that are translated, the number of syllables is identical in 
14 subtitles, and whenever the number deviates from the original number, the deviation is 
never more than one syllable. The subtitles that deviate in rhythm have either one syllable 
more than the original line (five times), or one syllable less than the original line (eight times). 
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In the beginning of the song, there is one interesting, and in my opinion rather effective, way 
of imitating the rhythm of the song, or the lack of it, in the subtitles. The first two lines of the 
song are sung in a rubato tempo, which means that the singer sings the phrases quite slowly 
and in a dreamlike manner in her own tempo, and there is no specific rhythm in the 
accompaniment of the instruments. This freedom of tempo has been marked in the translation 
as well, since both of the first two subtitles end with three full stops, which usually indicate 
hesitation or interruption in regular subtitles.  
 
Rhyme: Although the most used stylistic device in the original lyrics is the repetition of the 
phrase I am the voice, there are also plenty of rhymes. There are slightly fewer rhymes in the 
subtitled lyrics, and the rhyming is sometimes executed in different lines than in the original 
lyrics. In the only verse of the song, the last words of the last four lines in the original lyrics 
all rhyme together. In the translation, the last words of the last three subtitled lines end with 
the same vowel and contain an odd number of syllables, therefore forming a weak rhyme, as 
shown in example (6).  
 
Example (6) 
I hear your voice on the wind kuulen tuulessa äänesi… 
And I hear you call out my name kuulen kun huudat nimeäni… 
Listen my child, you say to me lapseni, kerron sinulle 
I am the voice of your history olen ääni menneisyytesi 
Be not afraid, come follow me älä pelkää, tule mukaani 
Answer my call and I’ll set you free vastaa niin teen sinut vapaaksi 
 
Since all the subtitles in the verse shown in example (6) are one-liners, the rhymes cannot be 
executed within one subtitle, which would be the preference.  
 
In the first chorus, the last words of three of the four lines rhyme in the original lyrics (rain-
pain-remain), but there are no end rhymes in the translation of that chorus. The original lyrics 
of the second chorus have even more rhymes, as can be seen in example (7). 
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Example (7) 
I am the voice in the fields when the summer’s gone äänenä leijun 
niittyjen syksyisten 
The dance of the leaves when the autumn winds blow tanssina lehtien keltaisien 
Ne’er do I sleep throughout all the cold winter long uinu en alla talven ja pakkasten 
I am the force that in springtime will grow voimana herätän maan keväisen 
 
In example (7), the last words of the first and third line of the original lyrics form a rhyme 
pair, as do the last words of the second and fourth line. The rhyme fields-leaves in the first 
and second lines is not an end rhyme, but an internal rhyme, which means that instead of the 
last words of the two lines in the subtitle rhyming, two words within the lines rhyme together. 
The translation includes plenty of rhymes as well: all the four lines end with a rhyme word, 
and there is also one internal rhyme in the third subtitle. 
 
Both the original and subtitled lyrics of the third chorus include one rhyme (fields-peace-heal 
and uudestaan-maan), but the subtitled rhyme is not situated at the same place as the original 
rhyme. There is one rhyme in the original fourth chorus (rain-pain), but no rhymes in the 
subtitles. The last original chorus has no rhymes, but there is one rhyme in the subtitles lyrics 
(uudestaan-maan). 
 
Subtitling: Only three of the 27 subtitles are two-liners, and not many punctuation marks 
have been used. The only full stops used (and also the only full stops in any of the songs in 
this study) can be found in the first two subtitles which both end with three full stops. There 
are also four commas used. The commas add rhythm to the subtitles they are in, because they 
make the viewer to pause in the middle of the phrase. No capital letters are used in any of the 
subtitles.  
 
The most notable omission in the subtitles occurs at the end of the song. The English phrase I 
am the voice is repeated four times at the end, but it is translated only once as Olen ääni. This 
is acceptable in my opinion, since the viewers can hear the singer is repeating the same phrase 
over and over again. The same thing occurs sometimes with choruses, as according to 
Ivarsson and Carroll (1998: 121), it is sometimes sufficient to translate only the first chorus or 
two when subtitling lyrics. There are also a few other smaller omissions, such as the words 
and and your in example (8). 
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Example (8) 
And I hear you call out my name (8) kuulen kun huudat nimeäni… (9) 
 
I am the voice of your hunger and pain (10) äänenä nälän ja kärsimyksen (10) 
The figures in parentheses show the number of syllables in each line. 
 
Omitting the word and from the first subtitle does not affect the meaning and it also helps to 
keep the rhythm closer to the original. Omitting short conjunctions like and is also common in 
other types of subtitles. However, omitting the word your in the second subtitle makes the 
subtitle slightly more general, but the meaning stays the same. The rhythm of the subtitle is 
now identical with the original line as well. 
 
The translator has condensed the original lyrics in many places, but especially in the second 
chorus, which is shown in example (9). 
 
Example (9) 
I am the voice in the fields when the 
summer's gone 
(51) äänenä leijun 
niittyjen syksyisten 
(33) 
The dance of the leaves when the 
autumn winds blow 
(50) tanssina lehtien keltaisien 
 
(27) 
Ne'er do I sleep throughout all the 
cold winter long 
(52) uinu en alla talven ja pakkasten 
 
(32) 
I am the force that in springtime will 
grow 
(43) voimana herätän maan keväisen (29) 
The figures in parentheses show the number of keystrokes in each line. 
 
Using the essive form äänenä for I am the voice instead of the more direct translation olen 
ääni saves three keystrokes. Although in terms of the criterion of sense, this translation 
solution makes the phrase more impersonal, it saves plenty of space in the translation, in 
altogether 11 subtitles. Thus, sense has been altered to some extent, but by doing that, the 
translator has been able to better fulfil another criterion, the conventions and restrictions of 
subtitling. There are also other parts in this chorus, where the translator has condensed a 
longer phrase into a much shorter one that still contains the same meaning: the summer’s gone 
into syksyisten, when the autumn winds blow into keltaisien and all the cold winter long into 
talven ja pakkasten. 
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Summary: The theme and the meaning of the original lyrics have mainly been retained in the 
translation. Different to the previous two songs, the translation of this song is rather free, 
which makes it easier to retain the poetic register of the original lyrics. Some small alterations 
in meaning have been done in a few lines (such as using a near synonym), and the meaning of 
one entire line has been changed completely. However, this was possibly a copy-paste 
mistake by the translator. One of the alterations in meaning used in a repetitive phrase makes 
the translation slightly more impersonal compared to the original lyrics. There is also one 
small alteration that has an effect on from whose point of view the song is sung. No colloquial 
words have been used in the subtitles, which is suitable for the overall register of the 
translation. The inverted word order in several subtitled lines and the syntactic parallelism 
formed by the use of essive form of certain words in the beginning of several lines add poetry, 
which corresponds to the poetic original lyrics. 
 
The original rhythm has been followed very closely in the subtitles since the difference in the 
syllable counts of the original lyrics and the subtitles is only three syllables. The number of 
syllables never deviates by more than one syllable in each individual line. Rhythm has also 
been marked in the subtitles with the help of punctuation, as the rubato tempo in the 
beginning of the song has been marked with three full stops at the end of the first two 
subtitles.  There are plenty of rhymes in the original lyrics, but the rhyming is not consistent. 
There are not as many rhymes in the subtitles and the rhymes are not always situated at the 
same places as in the original lyrics, which is acceptable according to Low (2005: 199). 
 
Most of the subtitles are one-liners, and the use of punctuation marks is scarce. In addition to 
the three full stops at the end of the first two subtitles, four commas have been used as 
markers of a pause. No capital letters have been used. Some small omissions have been made 
in the subtitles in order to follow the original rhythm, and the repetitions of the phrase I am 
the voice at the end of the song have also been omitted. The translator has also condensed the 
text to some extent. One of the main condensing strategies is the use of the essive form 
äänenä for the repeating phrase I am the voice. 
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7.4 Love Shine a Light 
Sense: The song Love Shine a Light could be said to be a typical Eurovision song, especially 
when its lyrics are examined. As the title of the song suggests, the lyrics tell how everyone in 
the world should let our love shine a light. Including a theme that is common to all the 
viewers and that tries to somehow connect the audience is very common in the contest. 
Together with the happy melody and harmony in the song, the overall atmosphere of the song 
is extremely positive. 
 
The theme of love and that everyone should spread love is very clear in the original lyrics, 
and at first glance the lines seem simple. However, when examined more thoroughly, the 
message of the song has often been expressed in rather abstract ways with different figures of 
speech, such as let the love light carry and all shine a light to light the way. Some of these 
phrases do not carry a specific meaning by themselves, but they receive their meaning in the 
context they are in. As also discussed in chapter 3.2.1, Low (2005: 194) notes that in the case 
of metaphors (which is one kind of figure of speech) in song translations, instead of 
conveying exactly the same meaning, translators can use some other metaphors that function 
in the same way as the original. 
 
The translator has retained the main theme and the positive atmosphere of the original lyrics, 
but some individual phrases have been altered. One reason for this is probably the use of 
figurative language in the original lyrics: by trying to use Finnish phrases that mean exactly 
the same as the original ones might have resulted in unnatural Finnish. One example of this 
kind of alteration can be seen in example (1). 
 
Example (1) 
love shine a light 
in every corner of my heart/ my dream/ the 
world 
rakkaus 
täyttäköön sydämen/unelmain/maailman 
 
The phrase is repeated three times in the song, and each time the last words change. The 
translation is not conveying the exact meaning of the original phrase, but it does convey the 
idea of the original figure of speech. 
 
In example (2), there is a line that appears twice in the original lyrics, but which is translated 
differently on the second time. 
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Example (2) 
in every little part joka sopukassa 
in every little part joka kolukassa 
 
Using two synonyms with different connotations for the word part is justified, because on the 
first time the phrase appears, the word part refers to every part in one’s heart, whereas on the 
second appearance it refers to every part of the world. Sydämen sopukoissa [in the corner of 
the heart] is a Finnish idiom, but the word kolukka is rather uncommon. Instead, maailman 
kolkka [a corner of the world] would also be a Finnish idiom. By using the word kolukka, 
however, the translator retains the original number of syllables in the subtitled line. 
 
Naturalness: The subtitles are written in standard language and there are no colloquial words. 
Although there is plenty of inversion in the subtitles, the word order is still natural for song 
lyrics in most of the lines. However, there are two consecutive subtitles which sound rather 
unnatural, mostly due to the untypical word order. 
 
Example (3) 
And we’re all 
gonna shine a light together 
sisältä 
sitä heijastaa me voimme 
All shine a light 
to light the way 
tiemme valo kirkastaa 
 
The two subtitles in example (3) do not form logical units, which is something that should be 
avoided in subtitling. Song lyrics could be said to make an exception to this rule, but even 
with the more free word order in Finnish song lyrics, these two subtitles do not sound natural 
and this way the meaning of them becomes unclear as well. 
 
In addition to inversion, there is also plenty of (added) alliteration in the subtitles: loistettaan 
se luokoon (occurs three times), vyöryköön sen virta, vuolas veden vuo and sisältä sitä (occurs 
three times), which makes the subtitles more poetic and thus also makes them sound more 
musical and song-like, which adds naturalness in song subtitles. The original line for the 
Finnish line loistettaan se luokoon is let the love light (carry), which is also alliteration. 
Therefore, the Finnish alliteration is not added alliteration, but the translator has retained the 
original alliteration. One other poetic feature in the translation is the word unelmain, of which 
the more typical inflection would be the word unelmani. As Vilén (1997: 119) notes, 
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sometimes the possessive suffix -ni for first person singular changes into the suffix -in in 
poetry. Similar inflections for some words are used in the song Why Me? 
 
Rhythm: The song consists of three verses and three choruses. The original lyrics rely 
heavily on repetition: there are many phrases that repeat as such (shine a light) and phrases 
that repeat, but in which the last word is changed. In addition to those repetitions, the chorus 
is sung three times in the song. Using this much repetition is a way to emphasize the message, 
but it might be a challenge for the translator, since repetitions are usually left out in subtitles. 
Low (2005: 191) also notes that translating repetition as such is not always necessary.  
 
There are 290 syllables in the original lyrics and 256 in the subtitles, which would seem to 
indicate that the translation does not follow the original rhythm very closely. In some parts of 
the translation the rhythm has been followed rather carefully, but in some parts it has been 
compromised for something else. However, the reason why the syllable count is so much 
smaller in the subtitles is the omission of one repetitive line in each verse, as shown in 
example (4). 
 
Example (4) 
Love shine a light  
in every corner of my heart/ my 
dream/ the world 
(4) 
(8) 
rakkaus 
täyttäköön sydämen/unelmain/maailman 
(3) 
(6) 
Let the love light carry,  
let the love light carry, 
(6) 
(6) 
loistettaan se luokoon  (6) 
The figures in parentheses show the number of syllables in each line. 
 
In the example, the first subtitle is a very condensed translation of the original lyrics. In the 
second subtitle, the repetition is omitted, which is the conventional way in subtitles, but at the 
same time it affects the rhythm of the translation. All Low (2005: 196–197), Savonen (2008: 
242), Franzon (2008: 392–393) and Golomb (2005: 132–133) emphasize the importance of 
following the original rhythm in the translation, but none of them are talking about subtitled 
lyrics. Although I agree with all of them, even concerning subtitling, my opinion is that 
sometimes the subtitling conventions are more important to follow than the rhythm. The 
second subtitle in the above example is a good example of this: repeating the line would not 
bring anything new to the song and leaving the repetition out does not affect the music, 
because the translation is not sung. The viewers, if they wish, can even add the missing 
repetition to the subtitle in their minds as they hear the singer sing the line twice. Applying 
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the Pentathlon Principle, rhythm has been sacrificed in this subtitle in order to follow the 
conventions of subtitling. However, the rhythm has been retained rather similar to the original 
elsewhere in the translation: the syllable count in the subtitles never differs from the original 
by more than two syllables. 
 
As in the subtitles of Why Me? and Rock ‘n’ Roll Kids, line breaks also create rhythm in the 
subtitles, as can be seen in example (5). 
 
Example (5) 
Love shine a light 
in every corner of my heart 
(4) 
(8) 
rakkaus 
täyttäköön sydämen 
(3) 
(6) 
 
And were all 
gonna shine a light together 
(3) 
(8) 
sisältä 
sitä heijastaa me voimme 
(3) 
(8) 
The figures in parentheses show the number of syllables in each line. 
In example (5), all the words in the first subtitle could have fit on one line, but by having a 
line break after the first word, the translation imitates the line break of the original sung line. 
The words in the second subtitle could also have been written in a single line or have more 
words in the first line, because it is unusual to have only one word in the first line. But again, 
the translation aims at following the rhythm of the original lines, as the word all is placed on a 
long note and it takes some time before the next word, gonna, is sung. 
 
Rhyme: Rhyming is consistent in the original lyrics: the last words of the second, the sixth 
and the eighth lines rhyme in all the three verses of the song. There is also one rhyme in the 
chorus. In the subtitled verses, the rhymes are not situated at the same places as in the original 
lyrics, but the translator has nevertheless retained the idea of three words rhyming together. 
There are no rhymes in the subtitled chorus. Example (6) shows the rhymes in the first verse. 
 
Example (6) 
Love shine a light 
in every corner of my heart 
rakkaus 
täyttäköön sydämen 
Let the love light carry, 
let the love light carry 
loistettaan se luokoon 
Light up the magic 
in every little part 
taian sytyttäköön 
joka sopukassa 
Let our love shine a light 
in every corner of our hearts 
rakkauden valo saa 
täyttää koko sydämen 
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Although the first rhyme word in the subtitles, täyttäköön, in example (6) is not situated at the 
end of the line, it can still be considered to rhyme with the words luokoon and sytyttäköön. 
One reason why the rhyme words are put in different places than the original rhymes, to the 
first three subtitles, could be that this way they are in rather close vicinity to each other, and 
therefore it is easier for the viewer to recognize the rhyme. There is also an epistrophe in all 
the original verses, as the third line, let the love light carry, is always repeated. A was 
discussed before, this repetition has been omitted in the subtitles.   
 
Subtitling: This translation differs from all the other translations in this study in the way that 
no punctuation marks can be found in it. None of the subtitles start with a capital letter either. 
There are altogether 25 subtitles of which six are one-liners. The only omission in the 
subtitles is the repetition of the phrase let the love light carry. The phrase is repeated in all the 
three verses, and each time it is translated only once. 
 
The translator has used one specific tool in condensing the text, which is the use of passive 
imperative verb forms, as in täyttäköön, luokoon, sytyttäköön and vyöryköön. These forms are 
especially practical in subtitles because they are compact and save space. Different type of 
condensing has also been done, especially in the most figurative parts of the song, as shown in 
example (7). 
 
Example (7) 
Love shine a light 
in every corner of my heart 
(4) 
(8) 
rakkaus 
täyttäköön sydämen  
(3) 
(6) 
The figures in parentheses show the number of syllables in each line. 
  
Although the rhythm in the subtitle is not the same as in the original lines, the original idea is 
conveyed, though in a less figurative way. As Low (2005: 195) says, the translation should be 
understandable on the first hearing of the song (or in this case, the first time the lyrics are 
seen) and therefore difficult poetic expressions can be translated in a more reader-friendly 
manner, which also increases naturalness. This way the translator has taken the function, the 
skopos, of the translation into consideration. As Low (2005:185) says, the flexibility of 
Pentathlon Principle allows making small sacrifices in one criterion, if another criterion 
benefits from it.   
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Summary: In general, the theme and the atmosphere of the original lyrics have been retained 
in the translation, and none of the subtitles give different connotations than the original lines. 
The language in the original lyrics is rather figurative at times, which might be the reason 
why the meaning in some of the lines in the translation has been altered to some extent by 
simplifying the original figures of speech. By doing this, the translator has also increased 
naturalness, because a more literal translation could have resulted in non-idiomatic Finnish. 
The translation is written in standard language and there are no colloquial words in any of the 
subtitles, but plenty of inversion and added alliteration have been used. In most of the lines, 
the inversion adds song-likeness, but in few lines it has a negative effect on understanding and 
thus also to naturalness. In addition to added alliteration, one other poetic word, unelmain, has 
been used in the subtitles. 
 
Although there are 34 syllables less in the subtitles than in the original lines, the translator has 
followed the original rhythm rather closely in general, as none of the subtitled lines differ 
from the original lines by more than two syllables. The difference in the syllable counts is 
mainly caused by the omission of one whole repetitive line that occurs three times in the song. 
The translator has also imitated the original rhythm by using unusual line breaks in some 
subtitles. The number of rhymes in the subtitles is rather similar to the original lyrics: it is 
identical in all the three verses, but there are no rhymes in the translated chorus, whereas there 
is one in the original. Although the rhymes in the subtitles are of a different kind and not 
always on the same places as in the original lyrics, the translator has taken the original 
rhyming into consideration. 
 
Most of the subtitles are two-liners, and unlike all the other songs in the study, there are no 
punctuation marks or capital letters used in the translation. In addition to omitting the 
repeating line let the love light carry three times, no other omissions have been made, but 
condensing is common. The most used tool in condensing the text is the use of passive 
imperative verb forms, which are used especially in the subtitles of the most figurative 
original lines. 
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7.5 Take Me to Your Heaven 
Sense: Take Me to Your Heaven is a typical Swedish pop song that is highly influenced by the 
music of Abba. The theme of the song, love and infatuation, is brought out by many figures of 
speech of which many evoke sexual connotations, especially in the second verse of the song. 
The lyrics tell about the magical feeling of being infatuated and how the singer wants the 
other person to take her to his/her heaven. Together with the upbeat music, the lyrics create a 
happy and positive atmosphere. 
 
The theme and the atmosphere of the original lyrics have been retained in the subtitles and 
there are no subtitles that deviate greatly in meaning. However, there are slight deviations, or 
more precisely, different interpretations of the original lines in some subtitles, as can be seen 
in example (1). 
 
Example (1) 
Moonlight painting silver to the sound of heartbeat Kuunvalo maalaa hopeaa 
ja sydän valvoo 
 
Seven steps to heaven show the way Tie taivaisiin 
on seitsenportainen 
When I’m there I give myself in sweet surrender Ja huipulla mä antaudun, 
suloisesti sulle 
 
In the first subtitle in example (1), the phrase sydän valvoo [the heart stays up] does not 
exactly mean to the sound of heartbeat, but it does give a similar idea of a beating heart. The 
translation in the third subtitle is slightly more elaborated than the original line, since the 
word there has been translated as huipulla [at the top], which most likely refers to the word 
heaven in the previous line. The word sulle [to you] has also been added at the end, although 
it does not exist in the original line. However, the overall meaning of the second and third 
subtitles is the same as in the original lines: both the original and translated lines include a 
euphemism for sexual fulfilment.  
 
There are also a couple of subtitles in which a personal pronoun has been added, omitted or 
changed, as shown in example (2). 
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Example (2) 
Magical emotions take control Minut valtaa 
taika tunteiden 
 
When my nights are cold and lonely kun yksinäisyys 
yötä kylmää 
Flying high together 
on a journey to the stars 
Korkealle liidän/ liidetään 
tähtikaaren taa 
 
In the first subtitle of example (2), the first person singular pronoun minut has been added as 
the subject, whereas the subject in the original line is the phrase magical emotions. This way, 
the translator has been able to keep the original number of syllables in the subtitle. In the 
second subtitle, the word my [minun] has been omitted, which makes the subtitle more 
impersonal. The third subtitle is from the chorus. It is written in first person singular on the 
first time, but in first person plural on the second and third time it appears. The original line 
would refer more to first person plural, as they are flying high together. The reason for having 
different personas in different subtitled choruses is unclear, because the original lines are 
similar on each repetition. However, these changes do not affect the overall meaning. 
 
Naturalness: The register in the translation varies between standard and colloquial 
throughout the whole song, which makes the translation sound unnatural at times. There are 
many colloquial words used, of which all but one, the word taa, which is a shorter form of the 
word taakse [behind] are personal pronouns: mä, mut, sun, sulle, susta. Törnwall (1990: 43) 
notes that the length of Finnish personal pronouns may be problematic for translators. 
However, using the colloquial forms of personal pronouns in this translation saves one 
syllable per each word, which is probably the reason why they have been used. Excluding one 
subtitle, all the other subtitles that include a colloquial personal pronoun have the same 
number of syllables as the original line. By using these colloquial pronouns, the translator has 
been able to retain the original rhythm, but not necessarily increase naturalness, since the 
register of the translation is not completely colloquial. The translator has also used some 
standard forms of words, such as nouns with a possessive suffix (taivaisiisi, suudelmaasi and 
lämpöäsi), which are not common in speech, and therefore they are less colloquial. The 
reason for using the nouns with the possessive suffix is, yet again, rhythm, since by using 
them, the translator has been able to retain the original number of syllables in the lines the 
words are in.  All of the above mentioned matters considered, the translator has emphasized 
rhythm instead of naturalness.  
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Most of the subtitled lines have an inverted word order, but there are no examples of syntactic 
parallelism. Similar to many other songs in the study, the large amount of inversion does not 
decrease the naturalness of the subtitled lines, and in many cases it is the result of executing 
something else in the translation, such as rhyming or alliteration. Therefore, applying the 
Pentathlon Principle, a more common word order has been changed in order to execute some 
other criteria, such as rhymes. In addition to inversion, there are also plenty of other poetic 
elements used in the subtitles. One of the most common ones is added alliteration: seinilläni 
soi, taika tunteiden, yksinäisyys yötä (kylmää), tähtikaaren taa, sun sydämeen, and taivaisiisi 
vie mut/ tartu unelmiin. The last example is an example of alliterating lines, since the first 
words of both lines alliterate. There are also two other alliterations, tie taivaisiin and suloisesti 
sulle, which cannot be seen as added alliteration, because the original lines include alliteration 
as well: seven steps and sweet surrender. 
 
A few other poetic words have been used in the translation as well: varjoin, ainiaan and 
lemmin. The word varjoin is a more poetic way to say varjojen, which is the standard spelling 
of the genitive of shadows. Ainiaan is a more poetic way to say aina or ikuisesti [forever] and 
lemmin is the first person singular of the word lempiä, which is a poetic expression for 
rakastaa or rakastella [to love, to make love].  Both ainiaan and lempiä are rather old words 
that are not usually seen today in any other texts than poems and song lyrics. These poetic 
words are less colloquial and thus they contradict with the colloquial words used in the 
subtitles, which has a negative effect on the naturalness of the translation. 
 
There is one subtitle, which is shown in example (3), that is not very understandable and thus 
it is also unnatural: 
 
Example (3) 
So will you be my one and only 
when nights are lonely 
 
(14) 
Siis omakseni yöhön, 
ainoaksi tulethan 
 
(14) 
The figures in parentheses show the total number of syllables in the two lines. 
 
The subtitle tries to convey the same meaning as the original line, but the message in Finnish 
is left unclear, and the subtitle does not make sense without hearing or seeing the original line. 
The basic idea of the subtitle, tulethan omakseni yöhön, is not idiomatic Finnish. Low (2005: 
195) states that sometimes unnaturalness in song translations is a result of trying to aim at 
semantic correctness, which might be the reason here as well. One other reason could be 
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condensing. The translator has aimed at identical number of syllables with the original lines in 
the two subtitled lines, but by condensing the idea, the meaning becomes unclear and more 
difficult to understand. 
 
Rhythm: The song consists of two verses, two identical pre-choruses (short sections in a song 
between the verse and the chorus), three choruses and a bridge. The number of syllables in the 
original lyrics is 291 (excluding one line at the end of the song that is not translated) and 294 
in the subtitles, therefore, the rhythm in the original lyrics and the subtitled lyrics is almost 
identical.  Both of the original verses consist of four lines, and the number of syllables in each 
line is the same in both verses (9/12/9/12). Therefore, the two verses are rhythmically 
identical. Although the rhythm is not as consistent in the subtitled verses, there are only one 
subtitle in the first verse and two subtitles in the second verse that have a different number of 
syllables than in the original lines. These subtitles are shown in example (4). 
 
Example (4) 
1. verse Moonlight painting silver to the sound 
of heartbeat 
(12) Kuunvalo maalaa 
hopeaa ja sydän valvoo 
(13) 
 
2. verse Seven steps to heaven show the way (9) Tie taivaisiin 
on seitsenportainen 
(10) 
2. verse When I’m there I give myself in sweet 
surrender 
(12) Ja huipulla mä antaudun, 
suloisesti sulle 
(14) 
The figures in parentheses show the number of syllables in each line. 
 
The rhythm in the translation is rather similar to the original rhythm in the other parts of the 
song as well, because the number of syllables in the subtitled lines never differs from the 
original lines by more than two syllables.  
 
Rhyme: There is one rhyme in both verses in the original lyrics: wall-control in the first verse 
and tender-surrender in the second. There is also one rhyme in the pre-chorus, mine-time, two 
rhymes in the chorus, heaven-together and stars-heart, and one rhyme in the bridge, only-
lonely. In the translation, however, there are fewer rhymes. The only rhymes can be found in 
the pre-chorus, teen-aikojen, and in the second verse, kuumaa huumaa. The rhyme teen-
aikojen, is situated at the same place as the original rhyme, but the rhyme kuumaa huumaa, 
which is shown in example (5), is an internal rhyme. 
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Example (5) 
Reaching for a kiss that keeps me warm and tender Suudelmaasi tavoitan, 
sen kuumaa huumaa 
Seven steps to heaven show the way Tie taivaisiin on seitsenportainen 
When I’m there I give myself in sweet surrender Ja huipulla mä antaudun, 
suloisesti sulle 
 
Although the rhyme kuumaa huumaa is not at the same place in the subtitles as the rhyme in 
the original lyrics, using internal rhyme is a convenient strategy in subtitling, since it can be 
recognized easily within one subtitle. 
 
Subtitling: A clear majority of the subtitles are two-liners, since out of all the 28 subtitles 
only five are one-liners. There are no full stops in the translation, but 12 commas have been 
used. However, the use of comma is not completely consistent. Comma is mostly used to 
separate two main clauses or a subordinate clause from a main clause, but there are two 
subtitles in which the comma is put in the middle of a main clause, as shown in example (6). 
 
Example (6) 
When I’m there I give myself in sweet surrender Ja huipulla mä antaudun, 
suloisesti sulle 
 
So will you be my one and only 
when nights are lonely 
Siis omakseni yöhön, 
ainoaksi tulethan 
 
In the first subtitle, the comma has most probably been placed in the middle of a main clause 
to indicate a pause within the clause, since there is also a short break in the music before the 
phrase sweet surrender. This way the comma is used to create rhythm in the subtitle. Another 
explanation is that if the phrase suloisesti sulle is seen as additional information, putting a 
comma before it is conventional. The comma in the second subtitle is another example of a 
comma that creates rhythm, since there is a short break in the music between the two original 
lines, which is what the comma might indicate.  
 
There is one punctuation mark used in this translation that does not appear in any of the other 
songs in this study, which is a hyphen. The context in which the hyphen has been used is 
shown in example (7). 
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Example (7) 
Take me to you heaven 
hold on to a dream 
Taivaisiisi vie mut, 
tartu unelmiin 
Take me to you heaven Taivaisiisi vie mut - 
When my nights are cold and lonely kun yksinäisyys 
yötä kylmää 
 
According to Vertanen (2008: 154), when a sentence does not fit into a full two-liner, a 
hyphen needs be put at the end of the first subtitle to indicate that the sentence will continue 
in the next subtitle. In example (7), the phrase Taivaisiisi vie mut in the second subtitle does 
continue with a subordinate clause in the next subtitle, which is probably why the translator 
has used a hyphen there. The use of the hyphen in this particular phrase is, however, an 
individual case in this study, since although many of the other songs in this study contain 
sentences that extend to two or more subtitles, a hyphen has not been used in any of these 
instances. 
 
Example (7) functions also as an example of the use of capital letters in the translation. The 
translator has been consistent with the use of capital letters: every subtitle begins with a 
capital letter, if the subtitle starts a new sentence. The only subtitle that starts with a small 
letter is the last subtitle in the example, kun yksinäisyys yötä kylmää, which is repeated three 
times in the song. Since this subtitle is a subordinate clause and continuation of the previous 
subtitle, a capital letter is not used. 
 
There is one noteworthy omission in the subtitles, which occurs at the end of the song. The 
last line Won’t you take me to your heaven, to your heart is repeated twice at the end, but the 
repetition is not subtitled. Similar situation occurred at the end of the song The Voice, in 
which the last repeating phrases are not subtitled either. 
 
Summary: The theme and the atmosphere of the original lyrics have been retained in the 
translation, but there are slight deviations in meaning in a few subtitled lines. In some 
subtitles, a personal pronoun has been added, omitted or changed. The register of the subtitles 
changes from standard to more colloquial within the translation, which decreases naturalness. 
Plenty of colloquial words, especially colloquial forms of personal pronouns, have been used, 
but also poetic words and poetic features, such as inversion and alliteration have been used. 
Having plenty of both colloquial and poetic words in the lyrics results in a mixed register in 
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the subtitles, which has a negative effect on the naturalness of the translation. The number of 
syllables in the subtitles is almost identical to the original number. Although the rhythm is not 
as consistent in the subtitles as it is in the original lyrics, the number of syllables never 
deviates from the original number by more than two syllables in any of the subtitled lines. 
Excluding repetitions, there are six rhymes in the original lyrics and two rhymes in the 
subtitles, thus the original rhyming has not been followed very closely.  
 
Most of the subtitles are two-liners. No full stops have been used, but there are plenty of 
commas. Commas are used mainly to separate two main clauses or a main clause from a 
subordinate clause. A hyphen is also used to indicate that the sentence continues in the next 
subtitle. Using a hyphen is, however, rare in subtitled song lyrics, and this is the only 
translation in the study where hyphen is used. The use of capital letters is consistent in the 
subtitles: every subtitle that starts a new sentence begins with a capital letter. The only 
noteworthy omission occurs at the end of the translation, where the repetition of the last line 
has not been translated. 
 
 
7.6 Fly on the Wings of Love 
Sense: The song Fly on the Wings of Love is a typical guitar pop song, the main theme of 
which is love. In the song, the singer tells about a summer night with his loved one and how 
happy they are together. The chorus of the song includes slightly more poetic expressions 
than the verses, but in general, the language used in the song is very concrete. The overall 
atmosphere of the song is happy and hopeful.  
 
The translator has retained the theme and the atmosphere of the original lyrics and nearly all 
the subtitles follow the source text very carefully. This is why there are no subtitles that 
deviate in meaning from the original lyrics. However, the original verb tense and the persona 
have been altered in the chorus, which is shown in example (1).   
 
Example (1) 
Fly on the wings of love 
fly, baby, fly 
Rakkauden siivin lennämme 
Reaching the stars above 
touching the sky 
Tähtitarhaan kurkotamme, 
taivasta kosketamme 
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The subtitles in example (1) are written in the present tense, in the first person plural, whereas 
the first two lines of the original chorus are in imperative. The last two lines of the original 
lyrics are written in present participle that does not exist in Finnish. The persona in these last 
two original lines has not been indicated, but the persona in the subtitles is still first person 
plural. 
 
At the end of the song, the chorus is repeated several times with some alterations in the lyrics. 
The first line of the third chorus is shown in example (2). 
 
Example (2) 
If you just fly 
fly on the wings of love 
Kunhan vain 
rakkauden siivin lennämme 
 
In the original lines in example (2), the imperative form is even more clear because of the 
pronoun you. Although the imperative case has been changed to the first person plural in the 
translation, the meaning of the original lines stays roughly the same in all the subtitles in 
examples (1) and (2). What is interesting, however, is that the same chorus that was translated 
in first person plural at the first and second time, is translated in imperative at the end of the 
song, as shown in example (3).  
 
Example (3) 
Fly on the wings of love 
fly, baby, fly 
Lennä rakkauden siivin, 
ilmaan kohoa 
Reaching the stars above 
touching the sky 
Tähtitarhaan kurkota, 
taivasta kosketa 
 
The word order in the first subtitled line shown in example (3) has also been changed to more 
ordinary, whereas the same line in example (1) had an inverted word order. In addition, the 
phrase fly baby fly, which was omitted in the previous choruses, has been translated as ilmaan 
kohoa in this chorus.  
 
Naturalness: The register used in the subtitles is similar to the register of the original lyrics. 
There are no colloquial words in the subtitles, and the only poetic word used is the word 
vertoa. A few added alliterations can also be found: käsi kädessä, on onnistanut and 
Tähtitarhaan kurkotamme/ taivasta kosketamme. In the last example, the first words of the 
  70 
two lines alliterate together, as do the second words. There are also two other phrases that 
look like alliteration, Kesäyössä/ kuun (loistaessa) and (Tunteet) kuumentuu/ kun 
(päivänvalo hiipuu), but since the alliterative words are on different lines, these cannot be 
considered as alliteration. The word order in most of the subtitled lines is rather typical for 
song lyrics, but there is not as much inversion as in the other translations in the study. Only 
three lines in the subtitles have an inverted word order, of which two are an example of 
syntactic parallelism created by placing the verb at the end of the line: Tähtitarhaan 
kurkotamme/ taivasta kosketamme.  
 
Low (2005: 195) notes that following the source text too accurately and trying to aim at 
semantic correctness may have an effect on the naturalness of the translation. An example can 
be found in the second verse of the song, in the line there’s a lot to try, which has been 
translated as on paljon mitä voimme yrittää. The translator has added the word voimme, but 
otherwise the line is translated very literally, which results in negative interference in the 
translation. 
 
Rhythm: The song consists of two verses, two pre-choruses, and five and a half short 
choruses. Excluding the final repetition of the chorus, which is not translated, there are 180 
syllables in the original lyrics and 233 syllables in the subtitles, which is the opposite of most 
of the other translations in the study. Due to the space restrictions of subtitling, translators 
usually tend to lessen the number of keystrokes or syllables in the subtitles, not to increase 
them. What is even more notable is that the deviation in the number of syllables is this 
remarkable. One of the greatest reasons for the large number of syllables in the translation is 
following the source text rather literally. Example (4) shows this concretely. 
 
Example (4) 
And as time goes by 
there’s a lot to try 
(5) 
(5) 
Kun aika rientää 
on paljon mitä voimme yrittää 
(5) 
(10) 
The figures in parentheses show the number of syllables in each line. 
 
The number of syllables in the subtitle in example (4) is similar to the original lyrics in the 
first line, but the second subtitled line has twice as many syllables as the original line. 
Although placing a rhyme in this subtitle might have made condensing more difficult, the 
difference in rhythm compared to the original line is too great. According to Low’s (2005: 
197) Pentathlon Principle, it is acceptable to have one syllable less or more in the translation 
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than in the original lyrics. Out of the 30 subtitled lines, there are 22 lines that differ from the 
original syllable count by more than one syllable. Therefore, it can be said that the translator 
has not followed the rhythm of the original lyrics. 
 
The rhythm of all the original lines in the different parts of the song is consistent: the pattern 
of the syllable count is identical in all the lines in the verses, the pre-choruses and the 
choruses. The rhythm in the translation, however, is not consistent at all, as can be seen in 
example (5) from the second verse. 
 
Example (5) 
And as time goes by 
there’s a lot to try 
(5) 
(5) 
Kun aika rientää 
on paljon mitä voimme yrittää 
(5) 
(10) 
and I’m feeling lucky (6) Minua on onnistanut (8) 
In the warmest sand 
smiling hand in hand 
(5) 
(5) 
Hiekassa pehmeimmässä 
hymyilemme käsi kädessä 
(7) 
(9) 
love is all around me (6) Rakkaus minua ympäröi (8) 
The figures in parentheses show the number of syllables in each line. 
 
The deviation in rhythm may also affect rhyming. As Mannila (2005: 183) notes, in a 
rhythmically incorrect translation, the rhyme is situated metrically wrong, because the number 
of syllables is not correct, or the stress is not on the right place. This is exactly what happens 
in the rhymes in example (5): in the first subtitle, the word yrittää is not rhythmically in the 
right position in relation to its rhyme word rientää. Same thing applies to the word kädessä 
and its rhyme word pehmeimmässä in the third subtitle. 
 
Rhyme: The original lyrics contain plenty of rhymes, because all the lines in the song end 
with a rhyme word. The translator has clearly tried to retain most of the rhymes, since all the 
two-line subtitles include a rhyme word. Six of the ten one-line subtitles end with a rhyme 
word as well. As mentioned many times earlier, executing rhymes in one-liners is difficult. In 
this song, the one-liners that end with a rhyme word either rhyme with another one-liner or 
with the previous or the next two-line subtitle, as can be seen in example (6). 
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Example (6) 
There’s just one more thing I’d like to add Yhden asian haluan vielä kertoa 
She’s the greatest love I’ve ever had Ei ole tällä rakkaudella vertoa 
Fly on the wings of love 
fly, baby, fly 
Rakkauden siivin lennämme 
Reaching the stars above 
touching the sky 
Tähtitarhaan kurkotamme, 
taivasta kosketamme 
 
 
Subtitling: Half of the subtitles, ten out of twenty, are one-liners, and the other ten are two-
liners. This song is the only song in the study in which all the subtitles start with a capital 
letter. However, punctuation is rare: there are only five commas used in the translation, of 
which four are repetitions, since they are situated in the chorus. 
 
Because the translation follows the meaning of the original lyrics rather closely, the subtitles 
do not contain much condensing. This can also be seen in the number of syllables in the 
subtitles, which, as was noted before, is considerably larger than the number in the original 
lyrics. A few omissions have been made in the subtitles. The first one is in the chorus: 
 
Example (7) 
Fly on the wings of love 
fly, baby, fly 
Rakkauden siivin lennämme 
 
In the subtitle in example (7), the translator has omitted the phrase fly, baby, fly, which does 
not affect largely the original meaning, but does affect the rhythm. This phrase has, however, 
been translated in the last subtitled chorus as ilmaan kohoa. The reason why this phrase has 
been translated there, but not on the other choruses, is unclear. The other subtitled choruses 
are written in first person plural, as the subtitle in example (7), but the last chorus is in 
imperative (Lennä rakkauden siivin), which might have something to do with translating or 
omitting the phrase fly, baby, fly.  
 
The other omission occurs at the end of the song, where the last one and a half choruses are 
not translated. This omission is justified, since the subtitled chorus has already appeared many 
times in the song before and thus this omission does not leave any new information out. 
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Summary: The theme and the atmosphere of the original lyrics have been retained in the 
subtitles, and all the subtitled lines follow the original meaning very closely, even literally, 
which is why there are no actual deviations in meaning in any of the subtitles. One slight 
deviation can, however, be found in most of the choruses where the translator has changed the 
original tense of the verb. However, this change does not have a great effect on meaning. 
There are no colloquial words in the subtitles, but a few added alliterations and one poetic 
word has been used. Inverted word order is less common in the subtitles than in most of the 
other translations in the study. Although the naturalness of some of the subtitles suffers from 
too accurate translation of the original lines, the overall register of the translation corresponds 
to the original register. The few poetic words add song-likeness and the word order in the 
subtitles is suitable for song lyrics. 
 
There are 53 syllables more in the subtitles than in the original lines, which is the opposite of 
the conventions of subtitling, in which condensing is more the rule than an exception. One of 
the main reasons for the larger amount of syllables in the subtitles is that the translator has 
followed the original lyrics very closely and hence not much condensing has been done. Most 
of the subtitled lines differ from the original lines by two or more syllables. The consistent 
rhythmic pattern of the original lines has not been followed in the translation either, therefore 
it can be said that the original rhythm has not been followed in the subtitles. The original 
lyrics contain plenty of rhymes and most of them have been retained in the subtitles. There 
are only four subtitles that do not include a rhyme word. 
 
Ten of the twenty subtitles are one-liners and ten are two-liners. Unlike in all the other songs 
in the study, all the subtitles start with a capital letter. However, the only punctuation marks 
used in the subtitles are five commas, of which four are repetitions because they are placed in 
the chorus. The translator has made some omissions, of which one is the omission of one line 
in the first two choruses, and the other is the omission of one and a half choruses at the end of 
the song. The reason for omitting the line in the chorus is unclear, but the omission of the last 
choruses is justified, as they have been subtitled already four times before. 
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7.7 Everybody 
Sense: Everybody is a fast-paced disco song the lyrics of which tell about life being a party 
and that everyone should make the most of it, sing, laugh and dance and live the moment here 
and now. The disco beat and the cheerful accompaniment increase the positivity of the lyrics, 
and together they create a joyful and happy atmosphere. The song differs from all the other 
songs in the study in one way: there are two lead singers in this song, who take turns while 
singing. In the verses of the song, the other singer always comments on the line the other 
singer has just sung, as shown in example (1). 
 
Example (1) 
Well, every night’s a Friday night 
-Aha, what night? 
Ladies this sure feels right 
-I guess this is party time 
The two of us will sing again 
-The two of us together again 
The heart is young and we know when 
- Young and handsome they say 
 
The commentaries that can be seen on the second line of each row in example (1) can be 
considered as ad-libbing, which means vocal improvising within the song. It is not clear, 
however, have these commentaries actually been improvised or are they similar every time 
the song is performed. In addition to the verses, the singers use ad-libbing in other parts of the 
song as well. None of these ad-libs have been subtitled, but in most cases they merely repeat 
the previous line as such, or only couple of words from it, and therefore not having them 
subtitled does not leave much, or any, new information out. 
 
From all the songs in the study, the most liberties in meaning has been taken in this song, 
which is why the translation could almost be seen as an adaptation rather than an actual 
translation. The overall theme and atmosphere of the original lyrics have been retained in the 
translation, but there are several subtitles in which the exact semantic meaning has been 
changed, as can be seen in example (2). The lines in the brackets are the ad-libbings of the 
other singer. 
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Example (2) 
Well, every night’s a Friday night 
(- Aha, what night?) 
Ladies this sure feels right 
(- I guess this is party time) 
perjantai on aina vain, 
elämääni ilon sain 
 
So let the spirit hit the roof 
(- I hit the roof, I hit the roof) 
The two of us still know the moves 
riemu kattoon, hiiohei: 
jalat maata koske ei 
 
Come on everybody and let it out 
and live the moment here and now 
heti hetkeen tarttukaa, 
iloisiksi varttukaa 
Come on everybody, ‘cause here’s the chance 
to feel so light, to laugh and dance 
oitis lanteet keinumaan, 
tanssimaan ja nauramaan! 
 
One reason for the alterations in meaning may be the fast tempo of the song: there are plenty 
of lyrics in a short amount of time, which calls for condensing. Another reason is rhyming. 
The translator has aimed at including as many of the original rhymes as possible in the 
subtitles, which affects the meaning that is compromised more often than rhymes are. 
Although Low (2005: 185) states that according to the Pentathlon Principle, none of the 
criteria are untouchable, he (2005: 210) also notes that prioritising one criterion may cause 
great losses in other criteria. Sense has been altered more in the subtitles of this song than in 
any of the other songs in the study, and sometimes the loss in meaning is rather great. 
Whether this matters or not depends on what the skopos of the translation is considered to be. 
If the skopos is to convey the original theme and the cheerful atmosphere of the song and 
keep the rhymes, altering the meaning this much is acceptable. However, if the skopos is to 
retain the meaning of the original lyrics, it has not been followed very closely in many of the 
subtitled lines.  
 
Although the theme and atmosphere of the original lyrics have been retained in the 
translation, some of the subtitles give slightly more humorous connotations than the original 
lyrics do, of which a good example is the subtitle riemu kattoon hiiohei:/ jalat maata koske ei. 
In addition to the first phrase being humorous because of the word hiiohei, it also gives 
connotations of sailors, which does not relate to the other lyrics of the song at all. On the other 
hand, the word hiiohei forms a rhyme with the word ei, which might have been the 
  76 
translator’s priority in this subtitle. Therefore, it could be said that sense has been altered in 
order to achieve something else, which is rhyme in this case.  
 
Naturalness: The language in the translation could be described as carefree, which 
corresponds to the atmosphere of the original lyrics. Despite the careless style, most of the 
subtitles are written in standard language. There are only a few colloquial words used: vois, 
hiiohei, and kas. The first word, vois, is an apocope of the word voisi [could], and it is used in 
order to form a rhyme pair with the word pois. The word hiiohei is an interjection which adds 
cheerfulness to the subtitle. However, as noted in the previous criterion, the word might be 
even slightly too jolly in this context. Although both the overall atmosphere of the song and 
the original lyrics are cheerful, the song itself is not intentionally humorous. Therefore, using 
the word hiiohei makes the subtitle it is in unnecessarily humorous. The word kas is used in 
the translation as an expression that is linked to a statement: kas, meidät luotu on/ laulamaan 
ja nauramaan. It also adds one extra syllable to the subtitle and thus makes the number of 
syllables in the line identical to the number in the original line. 
 
The word order is inverted in many subtitled lines. The verb is situated at end of the line in 
several subtitles and especially in the chorus, where this creates syntactic parallelism. One 
probable reason for the inversion is rhyming. The following example shows a few lines that 
end unconventionally with a verb in order to create a rhyme: 
 
Example (3) 
And leave the windows open wide 
(- Why nobody can’t stay now) 
And let the music pour inside 
(- Aha) 
ikkunat jo auki on, 
sävelvirta estoton 
Not even time can take away 
the starlight from us, no, it won’t fade 
ei edes aika himmentää saa 
tähtien säihkettä huimaavaa 
 
In addition to inversion, a few added alliterations make the subtitled lyrics more poetic and 
thus also increase song-likeness. The alliterations are: painu pois, ei edes, sydämessä säkenöi, 
and heti hetkeen.  
 
Rhythm: The song has many different parts: three verses, two pre-choruses, three choruses, a 
bridge and an ad-lib section. As the ad-lib sections in the song have not been translated, they 
are not included in the syllable count and neither is the last chorus, which has not been 
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translated either. There are 334 syllables in the original lyrics and 294 in the subtitles. The 
lines in all the three verses of the original lyrics are rather identical in rhythm; one line has six 
syllables and one has seven, but all the other lines in the verses have eight syllables. The 
choruses are rhythmically identical: they consist of four couplets of which the first line always 
consists of ten syllables and the second line of eight. The pre-choruses are almost 
rhythmically identical as well. The lines in the subtitles are mainly one to two syllables 
shorter than the original lines, which is typical in subtitles. Although the number of syllables 
deviates from the original number in the verses and choruses, there is a certain rhythmic 
pattern also in the translated lines: all the lines in the verses and choruses have seven 
syllables. The number of syllables in the pre-chorus is almost identical to the original. 
Example (4) shows the syllable counts in the third verse, the pre-chorus and the chorus.  
 
Example (4) 
3. verse 3. verse 
A little rollercoaster ride 
(- He’s going for a ride now) 
Right into the starry night 
(- Around and round and round we go) 
(8) 
 
(7) 
huviretki odottaa, 
öiseen humuun johdattaa 
(7) 
(7) 
And leave the windows open wide 
(- Why nobody can’t stay now?) 
And let the music pour inside 
(- Aha) 
(8) 
 
(8) 
ikkunat jo auki on, 
sävelvirta estoton 
(7) 
(7) 
Pre-chorus Pre-chorus 
(But) not even time can take away 
the starlight from us, no, it won’t fade 
(9/8) 
(9) 
ei edes aika himmentää saa 
tähtien säihkettä huimaavaa 
(9) 
(9) 
Still we believe that we 
were made to laugh and sing 
(6) 
(6) 
kas, meidät luotu on 
laulamaan ja nauramaan 
(6) 
(7) 
Chorus Chorus 
Come on everybody let’s sing along 
and feel the power of a song 
(10) 
(8) 
 
tulkaa mukaan laulamaan, 
laulun riemu kokemaan 
(7) 
(7) 
Come on everybody let’s feel the spark 
that always lives within our hearts 
(10) 
(8) 
 
sydämessä säkenöi, 
koskaan polte lopu ei 
(7) 
(7) 
Come on everybody and let it out 
and live the moment here and now 
(10) 
(8) 
 
heti hetkeen tarttukaa, 
iloisiksi varttukaa 
(7) 
(7) 
Come on everybody, ‘cause here’s the chance 
to feel so light, to laugh and dance 
(10) 
(8) 
oitis lanteet keinumaan, 
tanssimaan ja nauramaan! 
(7) 
(7) 
The figures in parentheses show the number of syllables in each line. 
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Because of the space restrictions of subtitling and the large number of words in the original 
lyrics, the translator has had to condense the text and thus has not been able to retain the 
original syllable count. However, the rhythm in the subtitles is consistent in the different parts 
of the song, as it is in the original lyrics. Therefore, the translator has balanced between the 
criteria of rhythm and the space restrictions of subtitling. Finding the right balance between 
the criteria is what the Pentathlon Principle is all about. 
 
Rhyme: The original lyrics contain plenty of rhymes, as all the lines (excluding the ad-libbed 
lines and the bridge, in which rhyming is slightly different) end with a rhyme word. 
Therefore, it could be said that rhyming is one of the hooks of the song. The translator has 
aimed at keeping the end rhymes in all the subtitles and thus retaining the hook. As discussed 
in the criterion of sense, retaining rhymes seems to be a greater priority for the translator in 
this song than retaining the meaning of some lines. There is only one subtitle, one of the two 
one-line subtitles in this song, which does not include a rhyme word. All the rhyme pairs in 
the translation are easily recognizable, because, apart from one exception, each rhyme is 
situated in a single subtitle, which is what Ivarsson and Carroll (1998: 121) also recommend. 
 
The following examples show the different ways how rhyming has been executed in this 
song. 
 
Example (5a) 
1. To kick the sadness out the door 
(- To kick the sadness out the door) 
And roll the carpet from the floor 
(- Haha, carpet from the floor, yeah) 
terve suru, painu pois! 
matot nurkkaan heittää vois 
 
Example (5b) 
2. Still we believe that we 
were made to laugh and sing 
kas, meidät luotu on 
laulamaan ja nauramaan 
Example (5c) 
3. Look at us now here together again kauan on siitä,  
kun aloittaa sain 
We started out long time ago 
- We knew back then 
pitkä on yhteinen taival 
The music within us could never, 
could never end 
musiikki sielussa 
elää aina vain! 
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The subtitle in example (5a) shows the most common way of rhyming in the translation: the 
last words of both lines form a rhyme pair. The rhyming in example (5b) is slightly different, 
because both rhyme words can be found on the bottom line of the subtitle, and thus they form 
an internal rhyme. Example (5c) is from the bridge of the song. The bridge is a separate part 
of the song that differs from the rest of the song both musically and lyrically, which might be 
the reason why the rhyming is also slightly different in the bridge, as not all the lines end with 
a rhyme word. The rhyming is different in the subtitled bridge as well: the one-liner in the 
middle does not include a rhyme word, but its surrounding subtitles do, as the last words of 
these subtitles form a rhyme pair. However, the rhyme words in this pair are rather far away 
from each other, which might make it more difficult for the viewer to identify this rhyme. 
 
Subtitling: Out of the 22 subtitles, only two are one-liners. There are no full stops used, and 
none of the subtitles start with a capital letter. However, there are quite a few other 
punctuation marks used: 17 commas, six exclamation marks and one colon. Example (6) 
shows the different punctuation marks used in the song. 
 
Example (6) 
pääsen jälleen laulamaan, 
sydän äityy nuortumaan 
terve suru, painu pois! 
matot nurkkaan heittää vois 
riemu kattoon, hiiohei: 
jalat maata koske ei 
 
The most common use of the comma, altogether 13 occurrences, is to have it at the end of the 
first line, where it separates two independent clauses or an independent clause from a 
subordinate clause, as in the first subtitle of example (6). The rest of the commas are 
indicators of a pause in speech, as in the second and third subtitle of example (6). This 
translation is the only one in the study that includes exclamation marks.  The translators for 
Yle are instructed to use exclamation marks with caution and mainly when people are truly 
shouting (Lång 2014b). There is rarely actual shouting in songs, therefore the 
recommendation for the use of exclamation marks should be different for song subtitles. Since 
there are so many exclamation marks used, six altogether, the translator has most probably put 
them in the translation for a specific reason. The song is a cheerful song that encourages 
everyone to enjoy life, which might have been what the translator has wanted to emphasize 
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with the exclamation marks, as in the subtitles terve suru, painu pois! and tulkaa mukaan 
laulamaan! However, there is one subtitle in the chorus, kas, meidät luotu on/ laulamaan ja 
nauramaan(!), that ends with an exclamation mark in the first chorus, but the exclamation 
mark is left out on the second chorus. Therefore, the use of exclamation marks is not 
completely consistent. 
 
The most obvious omissions in the subtitles are the commentaries or ad-lib parts that the other 
singer sings after every line in the verses. But as noted before, these ad-libs could be 
improvised and they might be different every time the song is sung, which makes it 
impossible to translate them beforehand. Another notable omission occurs at the end of the 
song. As in many other songs in the study, the last repeat of the chorus has not been 
translated. One smaller omission can also be seen in example (7). 
 
Example (7) 
The music within us could never, 
could never end 
musiikki sielussa 
elää aina vain! 
 
In the example, the repetition of the phrase could never is omitted in the subtitle, which is 
justified as the repetition would be redundant as written, and the omission also condenses the 
subtitle. 
 
Since the meaning of many of the original lines has been altered, it is difficult to define other 
omissions or actual condensing strategies. However, considerable amount of condensing has 
been done, since there are 40 syllables less in the subtitles compared to the original lyrics. 
 
Summary: Although the theme and the atmosphere of the original lyrics have been retained 
in the translation, the meaning has been altered more in this translation than in any of the 
other translations in the study. Therefore this translation could almost be considered as an 
adaptation. One of the main reasons for altering the meaning is most probably condensing: the 
song has a fast tempo and there are plenty of lyrics in a short amount of time to translate. 
Another possible reason is rhyming. The translator has aimed at retaining most of the original 
rhymes, which might have been more difficult had the meaning been followed more closely. 
Some of the subtitled phrases also give slightly more humorous connotations than the original 
ones. The translation is written in standard register, but the language could be described as 
carefree, which corresponds to the language of the original lyrics. A few colloquial words 
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have been used and also a couple of added alliterations can be found. The word order is 
inverted in many of the subtitled lines. All of these things together increase naturalness, 
although the meaning in the subtitled lines might not be the same as in the original lines. 
 
There are 40 syllables less in the subtitles compared to the original lyrics, which shows 
concretely that plenty of condensing had to be done. Although there are fewer syllables in the 
translation compared to the original lyrics, the number of syllables and thus the rhythm in the 
translation is consistent, as it is in the original lyrics. Therefore, one feature of the original 
rhythm has tried to be retained, although the similarity in the syllable count has had to be 
sacrificed. All the original lines end with a rhyme word, therefore rhyming is a significant 
feature of the original lyrics. Most of the rhymes have been retained in the translation as there 
is only one one-line subtitle that does not end with a rhyme word. Therefore, the original 
rhyming has been taken into consideration in the subtitles as well. 
 
A vast majority of the subtitles are two-liners. No full stops have been used and none of the 
subtitles start with a capital letter. However, other punctuation marks are commonly used: 
there are 17 commas, six exclamation marks and one colon in the subtitles. There are more 
commas in this translation than in any of the other subtitles in the study, and they are mainly 
used to separate two independent clauses or an independent clause from a subordinate clause. 
Exclamation marks have not been used in any of the other translations in the study. One 
probable reason for their use in this translation is the cheerful atmosphere of the song, which 
might have been what the translator has wanted to emphasize by using exclamation marks. 
The most obvious omissions in the subtitles are the ad-lib parts and the last chorus. 
 
 
7.8 Euphoria 
Sense: The song Euphoria could be categorized as Eurodance because of its fast tempo, 
synthesizer-based electronic music and strong vocals by a woman singer. As the name of the 
song suggests, the lyrics tell about the feeling of euphoria between two people and how they 
hope that feeling would last forever. The lyrics of the song do not form a specific story. 
Instead, the lines tell in different ways about the euphoria the two people are experiencing. 
The overall atmosphere of the song could not be described either as happy or sad, but rather 
serious and grand, which is emphasized by the singer’s dramatic rendering of the song. 
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The theme, the feeling of euphoria, and the serious atmosphere of the song have been retained 
in the translation. Apart from few exceptions, all the lines have been translated rather literally, 
similar to the subtitles of the song Fly on the Wings of Love. There is only one line that 
slightly deviates in meaning from the original lyrics: 
 
Example (1) 
Don’t go, in every breath I take I’m breathing you älä mene, me kaksi 
hengitämme samaan tahtiin 
 
The phrase I’m breathing you in example (1) is a figure of speech that does not translate 
directly to Finnish.  Instead, the phrase in the subtitle, hengitämme samaan tahtiin, is used in 
Finnish. Low (2005: 194) notes that different metaphors can be used in translations if they 
function in the same way as the original metaphor. Although the meaning of the subtitle is not 
exactly the same as in the English line, they both share a similar idea.  
 
Naturalness: The translation is written in standard language and there are no colloquial 
words or phrases used. This corresponds to the original lyrics which are rather abstract and 
poetic. One poetic element used in the translation is added alliteration, which occurs twice in 
each chorus: korkeuksiin kiidetään and sydämeni sykkivä (rakkaus). Similar to many other 
songs in this study, the subtitles of Euphoria also include plenty of inversion. All the inverted 
lines have one thing in common: the verb is situated in an unusual place, either at the 
beginning or at the end of a line, the latter being more common. There is also one instance of 
syntactic parallelism created by the verb placed at the end of lines, as shown in example (2). 
 
Example (2) 
Forever (and ever together) 
we sail into infinity 
ikuisesti yhdessä, 
äärettömään purjehdimme 
We’re higher (and higher and higher) 
we’re reaching for divinity 
korkeammalle ja korkeammalle, 
jumaluutta tavoittelemme 
 
Example (2) is interesting from a rhythmic point of view as well. The two subtitles in the 
example occur twice in the translation, although the English lyrics differ slightly on the 
second time (the parts in the parentheses do not appear on the second time). The melody and 
harmony are also different on the second time these lines occur. Since the subtitles remain 
unchanged on the second time, although there are fewer words in the original lines, the 
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rhythm of the subtitles differs greatly from the rhythm of the original lines, as can be seen in 
example (3). 
 
Example (3) 
Forever, 
we sail into infinity 
(3) 
(8) 
ikuisesti yhdessä, 
äärettömään purjehdimme 
(7) 
(8) 
We’re higher, 
we’re reaching for divinity 
(3) 
(8) 
korkeammalle ja korkeammalle, 
jumaluutta tavoittelemme 
(11) 
(9) 
The figures in parentheses show the number of syllables in each line. 
 
In example (3), the translator could have omitted the word yhdessä from the first subtitle and 
the phrase ja korkeammalle from the second subtitle, which would have saved nine syllables. 
This way also the meaning would have been closer to the original. 
 
Rhythm: The song consists of two verses, three choruses and a bridge. There are 257 
syllables in the lines of the original lyrics that have been translated and 270 syllables in the 
translation. In the line We're going u-u-u-u-u-up, each separate u has been counted as a 
separate syllable because when the line is sung, there is a separate note for each u. Similar 
repetition of a speech sound has not been executed in the subtitle, as shown in example (4). 
 
Example (4) 
We’re going u-u-u-u-u-up korkeuksiin kiidetään 
 
Repeating the speech sound in the subtitle in example (4) is not necessary because the viewers 
can here the melody. It would also most probably make the subtitle more difficult to read. 
 
Although the syllable count in the translation does not differ greatly from the original, the 
number of syllables in each subtitle differs from the number in the original line by more than 
two in 11 of the 24 subtitles. A substantial deviation in the number of syllables between the 
original and the subtitled lyrics can be found in the second verse, as shown in example (5). 
 
Example (5) 
We are here, we’re all alone in our 
own universe 
(13) olemme kaksin omassa 
maailmankaikkeudessamme 
(16) 
We are free, where everything’s 
allowed and love comes first 
(13) vapaina, on kaikki sallittua 
ja tärkeintä rakkautemme 
(18) 
The figures in parentheses show the number of syllables in the original lines/ the subtitles. 
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Although the phrases We are here and We are free in example (5) have been omitted in the 
translation, the translator has aimed at retaining the meaning of the rest of the original lyrics 
as similar as possible. This might be one reason why there are much more syllables in the 
subtitles than in the original lines. Therefore, meaning has been prioritized over rhythm. The 
same phenomenon occurs in the subtitles of the song Fly on the Wings of Love. Although the 
Pentathlon Principle allows emphasizing some criteria more than others, Low (2005: 210) 
notes that none of the categories should be considered sacrosanct. Therefore, it could be said 
that rhythm has been sacrificed too substantially in order to retain meaning. 
 
Rhyme: There are plenty of rhymes in the original lyrics, and there are only two lines that do 
not end with a rhyme word. The rhymes in the translation are not as consistent. There is only 
one rhyme in the first verse and no rhymes in the chorus. There are, however, two added 
alliterations in the chorus, which might compensate for the loss in rhymes. The subtitles in the 
second verse include more rhyming, as all the four subtitles end with a rhyme word: 
maailmankaikkeudessamme, rakkautemme, purjehdimme and tavoittelemme.  
 
The rhyming, or the lack thereof, in the subtitles of the beginning of the first verse, shown in 
example (6), is slightly problematic. 
 
Example (6) 
Why, why can’t this moment last 
forevermore? 
miksei tämä hetki 
voi kestää ikuisesti 
Tonight, tonight eternity’s an open door on tänä iltana 
portti ikuisuuteen auki 
 
Although the last words in both of the lines in the first subtitle and the second line in the 
second subtitle all end with the vowel i, and thus they could be considered to include a weak 
rhyme, these words cannot be considered to rhyme together. Because the words hetki, 
ikuisesti and auki all have an even number of syllables, they cannot form a weak rhyme. The 
same applies to the translated chorus, in which the last words, ikuisesti and kaksi, of two 
consecutive lines cannot form a rhyme, because they both have an even number of syllables. 
 
Subtitling: Out of the 24 subtitles, 12 are one-liners and 12 two-liners. No full stops or capital 
letters have been used. There is one subtitle that includes a question, but unlike in all the other 
translations in this study with questions in the subtitles, no question mark is used in this 
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subtitle. There are eight commas in the subtitles, which is the only punctuation mark used in 
the translation. The use of commas is rather consistent: in all the choruses, the word euforia is 
always followed by a comma, which separates the word from the phrase that follows. This is 
justified since there is a musical rest after the English word as well. The other four commas 
are all in two-liner subtitles and two of them follow the rhythm of the melody. By placing 
commas in places where there is a musical rest adds rhythm to the subtitles. The last two 
commas separate the two lines in a subtitle, but especially in the subtitle ikuisesti yhdessä,/ 
äärettömään purjehdimme, the comma could have also been left out. 
 
Although the translation follows the original meaning closely, some omissions have been 
made. The most notable omission occurs at the end of the subtitles: as in many other songs in 
this study, the translator has not subtitled the last chorus. A few smaller omissions have also 
been made. The original lyrics contain plenty of repetition, much of which has been omitted, 
as shown in example (7). 
 
Example (7) 
Why, why can’t this moment last 
forevermore? 
miksei tämä hetki 
voi kestää ikuisesti 
Tonight, tonight eternity’s an open door on tänä iltana 
portti ikuisuuteen auki 
 
We are here, we’re all alone in our own 
universe 
olemme kaksin omassa 
maailmankaikkeudessamme 
We are free, where everything’s allowed 
and love comes first 
vapaina, on kaikki sallittua 
ja tärkeintä rakkautemme 
 
Forever and ever together 
we sail into infinity 
ikuisesti yhdessä, 
äärettömään purjehdimme 
We’re higher and higher and higher 
we’re reaching for divinity 
korkeammalle ja korkeammalle, 
jumaluutta tavoittelemme 
 
All the bolded words in example (7) have been omitted in the subtitles, which does not, 
however, affect the meaning. Omitting the repetition does not have a notable effect on the 
style of the song either, and had the repetition been kept in the subtitles, it could have affected 
readability. Omitting this kind of repetition is also very common in subtitling.  
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There is one subtitle, in which the meaning of the original has been retained, but the idea 
behind the original phrase has been reversed from negative to positive, which enables the 
translator to condense the text. This can be seen in example (8).  
 
Example (8) 
No, don’t ever stop doing the things you do (11) jatka aina samaan malliin (8) 
The figures in parentheses show the number of syllables in each line. 
 
The subtitle in example (8) may, however, be even too condensed, because there are three 
syllables less in the translation than in the original line. Also the tone in the subtitle is 
somewhat different to the overall tone, since the subtitled line is rather mundane.  
 
There is also one subtitle that seems to lack a line break: 
 
Example (9) 
Euphoria, 
forever till the end of time 
euforia, aina ja ikuisesti 
 
A similar subtitle to the one shown in example (9) (either euforia, aina ja ikuisesti or euforia, 
ikuinen taideteos) appears four times in the translation, and apart from the example above, all 
the other subtitles have a line break after the word euforia.  
 
Summary: The theme and the atmosphere of the original lyrics have been retained in the 
translation. Almost all the subtitles have been translated rather literally and apart from one 
slight deviation in one subtitle, the meaning never differs from the original meaning in any of 
the other subtitles. The register of the subtitles is similar to the register of the original lyrics 
and the few occurrences of added alliteration and the large amount of inversion make the 
subtitles more poetic and song-like, which increases naturalness. There are 13 syllables more 
in the subtitles than in the original lines. Although the total amount of syllables in the two 
texts do not differ greatly, the number of syllables in each subtitled line differs from the 
number in the original line by more than two syllables in eleven lines. Retaining meaning 
might be one reason for the deviation in rhythm in the subtitles. Therefore, meaning has been 
prioritized over rhythm which has not been followed very closely.  
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There are plenty of rhymes in the original lyrics. The original rhyming has been followed in 
the subtitles to some extent, especially in the second verse, but in general, the subtitles contain 
less rhymes and the rhyming is not very consistent. However, the loss in rhyming in the 
chorus has been compensated by two added alliterations. Many of the subtitled lines end with 
the same vowel, which is a feature of a weak rhyme, but since all these words have an even 
number of syllables, they cannot form a weak rhyme.  
 
Half of the subtitles are one-liners and the other half are two-liners. No full stops or capital 
letters have been used. Although there is one subtitle that includes a question, a question mark 
is not used at the end, as has been done in all the other translations in the study that contain 
questions. The only punctuation mark in the subtitles is comma, which has been used in a 
rather consistent manner to indicate a pause within the subtitle. The most notable omission 
occurs at the end of the song, where the last chorus has not been subtitled, as has been done in 
many other songs in this study. The original lyrics contain plenty of repetitive words and short 
phrases that have also been omitted in the subtitles. 
 
 
7.9 Only Teardrops 
Sense: Only Teardrops is a pop song with folk nuances in the musical arrangement. The lyrics 
tell about a couple that are having problems and who are on the verge of separating. The 
overall atmosphere of the song is sad and slightly hopeless. 
 
The subtitles follow the original theme and atmosphere, and as was the case in the subtitles of 
the songs Fly on the Wings of Love and Euphoria, the subtitles are rather literal translations of 
the original lyrics, which affects the rhythm of the translation. There are, however, two 
subtitles in which the meaning slightly deviates from the original, as shown in example (1) 
 
Example (1) 
Look at us now 
we only got ourselves to blame 
emmekä voi kuin itseämme syyttää 
It’s such a shame miten tyhmää 
 
So come and face me now tule siis minut kohtaamaan 
Here on this stage tonight tänä iltana tänne lavalle siitä vaan 
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The second subtitle in example (1), miten tyhmää, does give similar connotations to the 
original line, but it does not have exactly the same meaning, since the direct translation of the 
subtitle would be how stupid. However, the word tyhmää forms a rhyme pair with the word 
syyttää at the end of the previous subtitle, which is probably why the word has been used. 
Thus, rhyming has been prioritized over meaning. In the last subtitle in example (1), the 
translator has actually added something, the phrase siitä vaan, which loosely translates to go 
ahead. The register of this subtitle is more colloquial than that of the other subtitles in this 
song, which is mainly a result of the phrase siitä vaan.  Adding these words makes the subtitle 
unnecessary long, but it has most probably been done in order to form a rhyme pair with the 
word kohtaamaan. Thus, rhyming has been prioritized over rhythm in this subtitle. 
 
In the chorus, the word and [ja] has been changed to the word tai [or] in the translation. 
Although the lyrics of the original chorus are similar each time, the second subtitled chorus 
differs from the first one by one word, as shown in example (2). 
 
Example (2) 
How many times can we win and lose 
How many times can we break the rules? 
miten monta kertaa voi voittaa 
tai hävitä ja säännöt rikkoa? 
How many times do we have to fight? 
How many times till we get it right? 
miten monta kertaa täytyy/pitää tapella 
ennen kuin asiat on kunnossa? 
 
In the first chorus, there is the word täytyy in the second subtitle in example (2), whereas in 
the second chorus, there is the synonymous word pitää. Although using the synonym in the 
second chorus does not have any effect on the meaning of the original line, by changing the 
word, the subtitle loses the added alliteration täytyy tapella.  
 
Naturalness: The subtitles are mainly written in standard language. In addition to the phrase 
siitä vaan, one more colloquial phrase, asiat on, has been used in the subtitles.  Both words in 
the phrase asiat on [things is] are standard language, but in the context of the phrase (asiat on 
kunnossa [things are in order]), the conjugation of the verb is colloquial. In standard Finnish, 
the conjugation for the verb would be asiat ovat. Since the register of the phrases siitä vaan 
and asiat on differ from the overall register, which is more standard, using them decreases the 
naturalness of the translation.   
 
  89 
The word order is inverted in most of the subtitles. The verb is placed at the end of the line in 
many subtitles, and every time this is done to create a rhyme, as in example (3). 
 
Example (3) 
Eye for an eye 
why tear each other apart 
silmä silmästä, 
miksi repiä rikki toisemme? 
Please tell me why 
why do we make it so hard? 
kerro miksi me tästä 
niin vaikeaa teemme? 
Look at us now 
we only got ourselves to blame 
emmekä voi kuin itseämme syyttää 
It’s such a shame miten tyhmää 
 
Although the inverted word order does not affect the naturalness of most of the subtitles it is 
used, the second line of the first subtitle in example (3) sounds unnatural Finnish. The more 
natural word order miksi repiä toisemme rikki has most probably been changed in order to 
have the rhyme word toisemme at the end of the line and also include the added alliteration 
repiä rikki in the line. Other added alliterations that can be found in the subtitles are: taivas 
tänä (iltana), miksi me, miten monta, tänä iltana tänne, voi voittaa and täytyy tapella. Having 
plenty of alliteration in the translation makes the subtitles more poetic, which corresponds to 
the original lyrics that include a great deal of idiomatic expressions, such as eye for an eye 
and tear each other apart. 
 
What is interesting is that although the original chorus is similar every time, the word order is 
changed in the first two lines of the subtitled second chorus, as can be seen in example (4). 
 
Example (4) 
1. time 2. time 
miten monta kertaa voi voittaa 
tai hävitä ja säännöt rikkoa? 
miten monta kertaa voi hävitä 
tai voittaa ja säännöt rikkoa? 
 
By changing the word order in the second chorus, the subtitle loses the alliteration voi voittaa. 
Both of the subtitles in example (4) also have a peculiar division of lines, which makes the 
subtitle sound slightly unnatural. Words that belong together, such as the phrase hävitä tai 
voittaa, should not be separated and put in different lines. However, the reason for separating 
these words in this subtitle is condensing, because all the three words would not fit on the first 
line and had they all been put on the second line, the last phrase of the subtitle, ja säännöt 
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rikkoa, would have had to be placed in a separate subtitle. Therefore, condensing has been 
prioritized over naturalness.  
 
Rhythm: The song consists of two short verses, two pre-choruses, four choruses and a bridge. 
The rhythm is consistent throughout the song, since both verses have the same number of 
syllables, as do both pre-choruses and all the choruses. Similar consistency in rhythm does not 
exist in the translation. The number of syllables (excluding the lines at the end that are not 
translated) is 230 in the original lyrics and 291 in the subtitles. The ratio is similar to the one 
in the song Fly on the Wings of Love, in which the syllable count is also considerably larger in 
the subtitles than in the original lyrics. There are 11 subtitled lines in this song in which there 
are three or more syllables more than in the original line, and even two subtitled lines, shown 
in example (5), in which there are twice as more syllables in the subtitles. Therefore, the 
translator has not followed the original rhythm in the subtitles. 
 
Example (5) 
The sky is red tonight (6) on taivas tänä iltana punaisena (12) 
 
Here on this stage tonight (6) tänä iltana tänne lavalle siitä vaan (13) 
The figures in parentheses show the number of syllables in each line. 
 
Rhyme: Excluding the repeated parts at the end of the song which are not translated, there are 
ten rhymes in the original lyrics.  There are also ten rhymes in the subtitles, but they are not 
always situated at the same places as the original rhymes. An example of very similar 
rhyming in the subtitles compared to the original can be found in the pre-chorus, which is 
shown in example (6). 
 
Example (6) 
Eye for an eye 
why tear each other apart 
(4) 
(7) 
silmä silmästä, 
miksi repiä rikki toisemme? 
(5) 
(10) 
Please tell me why 
why do we make it so hard? 
(4) 
(7) 
kerro miksi me tästä 
niin vaikeaa teemme? 
(7) 
(6) 
Look at us now 
we only got ourselves to blame 
(4) 
(8) 
emmekä voi kuin itseämme syyttää (11) 
It’s such a shame (4) miten tyhmää (4) 
The figures in parentheses show the number of syllables in each line. 
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Although it looks like the rhymes in the translation in example (6) are on the same places as 
in the original, at the end of each line, the dissimilarity in rhythm affects rhyming. As 
Mannila (2005: 183) notes, if the syllable count in the translation is not similar to the original 
lyrics, the rhymes are not situated metrically in the right places, which is the case with the 
rhymes toisemme-teemme and syyttää-tyhmää. 
 
In the original lyrics, there are also two epistrophes: 
 
Example (7) 
The sky is red tonight on taivas tänä iltana punaisena 
We’re on the edge tonight olemme tänä iltana reunalla 
  
What’s come between us 
has come between us 
mitä välillämme on tapahtunut 
on nyt välissämme 
 
In example (7), the repetition of the word tonight has been retained in the subtitles, but unlike 
in the original lyrics, the epistrophe in the translation is not situated at the end of the line, and 
thus it loses its end rhyme-like quality. The repetition of the phrase come between us has not 
been retained in the translation. 
 
Subtitling: Out of the 24 subtitles, 15 subtitles are one-liners. There are no full stops or 
capital letters in the subtitles, but a few commas and question marks have been used. The use 
of commas is not consistent: the only commas in the translation have been used in a subtitle in 
the pre-chorus that occurs twice: silmä silmästä,/ miksi repiä rikki toisemme, but no commas 
have been used before any other subordinate clauses. Every time there is a question in the 
subtitles, a question mark has been placed at the end of the line or lines. There are altogether 
seven question marks in the translation. 
 
Some omissions have been made in the subtitles, of which the most notable can be found at 
the end of the song. As in many other songs in this study, the translator has not translated the 
last chorus, which in this song is a double chorus. Before the double chorus, there is a bridge 
that is repeated. The repetition of the bridge is not translated either. Some other smaller 
omissions or condensing have also been made, as shown in example (8). 
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Example (8) 
Please tell me why 
why do we make it so hard? 
kerro miksi (me) tästä 
niin vaikeaa teemme? 
Look at us now 
we only got ourselves to blame 
emmekä voi kuin itseämme syyttää 
 
 
How many times can we win and lose 
How many times can we break the rules? 
miten monta kertaa voi voittaa 
tai hävitä ja säännöt rikkoa? 
 
How many times do we have to fight? 
How many times till we get it right? 
miten monta kertaa täytyy/pitää tapella 
ennen kuin asiat on kunnossa? 
 
When the first subtitle in example (8) appears on the first time, the word me is included, but 
on the second time it is omitted, which also removes the alliteration miksi me. The phrase look 
at us now has been omitted from the second subtitle, which does not affect the meaning 
greatly. The third and fourth subtitles are from the chorus, which is written in the first person 
plural in the original lyrics, but the translator has changed the phrase into passive. This 
condenses the subtitles, since the agent does not need to be written out. The translator has also 
omitted the repetition of the phrase How many times in both subtitles. This phrase could be 
considered as one of the hooks of the song, since it is repeated four times in the chorus, and 
thus the listener will most probably remember the phrase from the first hearing of the song. 
By omitting the repetition, the translator might have lost one of the hooks of the song, but at 
the same time the conventions of subtitling have been followed by leaving out repetition. 
Including the repetition would have also taken too much space in the subtitles. When 
examined from the point of view of the skopos of the subtitles, it is more important to follow 
the space restrictions of subtitling and convey the main idea behind the original lines than 
maintain the stylistic effect of repetition, which can probably be heard.  
 
Summary: The theme and the atmosphere of the original lyrics have been retained in the 
subtitles. All the subtitles have been translated rather literally and apart from two slight 
deviations in meaning, or more precisely in register, the original meaning has not been altered 
in any of the other subtitles. The language in the translation is standard language in general, 
but a few colloquial words and phrases that do not agree with the overall register have been 
used, which has a negative effect on the naturalness of the subtitles. The word order in the 
subtitles is mostly inverted, which does not affect the naturalness of the subtitles in most 
cases. However, one subtitle does sound unnatural because of the untypical word order. One 
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other instance of unnaturalness is a result of condensing. Although there is plenty of added 
alliteration in the subtitles, which increases poetry in the subtitles and corresponds to the 
register of the original lyrics, the colloquial words and phrases and the unnatural word orders 
in some subtitles decrease the naturalness of the subtitles. 
 
There are 61 syllables more in the subtitles than in the original lines, which is similar to the 
other two more literal translations in this study. The rhythm is consistent in all the parts of the 
original lyrics, but similar consistency is not executed in the subtitles.  The number of 
syllables in the subtitles differs from the original number by three or more syllables in 11 
subtitled lines, and two subtitled lines have twice as more syllables than the original lines. 
Therefore, it can be said that the translator has not followed the original rhythm. There are ten 
rhymes in the original lyrics. The number of rhymes has been retained in the translation, but 
the rhymes are not always situated on the same places as the original rhymes, which 
according to Low (2005: 199) and Ivarsson and Carroll (1998: 121), is acceptable. One of the 
two epistrophes in the original lyrics has been retained in the subtitles, but the other one is 
omitted. 
 
A slight majority of the subtitles are one-liners. There are no full stops or capital letters in the 
translation, but a few commas and question marks have been used. The use of comma is not 
consistent: comma has been used once before a subordinate clause, but not before any of the 
other subordinate clauses. Question marks have been used at the end of all the subtitles that 
include a question. The most notable omission occurs again at the end of the song: the double 
chorus at the end has not been subtitled, nor is the repetition of the bridge that comes before 
the double chorus. Some other smaller omissions have also been made, especially when there 
are repetitive words or phrases in the original lines. The repetitive line in the chorus, How 
many times, which could be considered to be one of the hooks of the song, has been omitted 
in the subtitles. This has, however, been done in order to follow the space restrictions of 
subtitling. The first person plural forms in the original chorus have been changed into passive 
voice, which also condenses the subtitles. 
 
In the following sub-chapter, the findings of the analysis are discussed and summarized. 
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7.10 Discussion 
From the point of view of the skopos theory, one of the most important functions of the 
subtitles of the songs in the Eurovision Song Contest is to convey the meaning of the original 
lyrics. This can be seen in all the subtitles in this study. Although there are deviations in 
meaning in some individual subtitles, the theme, the atmosphere and the overall sense of the 
original lyrics have been retained in the subtitles of all the songs in the study.  
 
Some differences in how accurately the meaning has been retained can, however, be seen. The 
songs Fly on the Wings of Love, Euphoria and Only Teardrops have been translated rather 
literally, which is why there are very few or no differences in meaning in the subtitles 
compared to the original lyrics. The translation of the song Everybody represents the other 
end of the spectrum, as the original meaning has been altered in several subtitles. Therefore, 
the translation could almost be seen as an adaptation rather than a translation. The main 
reasons for the alterations in meaning in the subtitles of Everybody are condensing and 
rhymes: there are a great amount of lyrics in the song, and it would have been impossible to 
include all of them in the subtitles. Rhyming is an important stylistic feature of the original 
lyrics, and the translator has aimed at keeping nearly all the rhymes, which could have been 
more difficult, had the meaning not been changed in some subtitles. Although the meaning of 
individual subtitles have been changed, the theme and the atmosphere of the original lyrics 
have, however, been retained also in this translation. As in the subtitles of Everybody, the 
translator has also taken more liberties in the subtitles of The Voice. In this song, however, the 
meaning has not been altered as much as in Everybody. Several poetic original lines have 
been translated with shorter, somewhat synonymous Finnish expressions, which condenses 
the subtitles. Therefore, condensing has been prioritized over meaning in some subtitles of the 
song The Voice.  
 
The remaining four songs, Why Me?, Rock ‘n’ Roll Kids, Love Shine a Light and Take Me to 
Your Heaven, are situated somewhere in the middle of the three more literal translations, and 
the more free translations of Everybody and The Voice. Some of the four songs include only 
one or two subtitles that deviate from the original meaning, and some songs have more 
deviating subtitles. However, none of the deviations in these songs are great. In some 
subtitles, also condensing has had an effect on meaning. The translation of Rock ‘n’ Roll Kids 
is the only one that includes a few domesticated words.  Other changes that have been made 
in some of the songs are using the passive voice instead of the active first person plural (Rock 
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‘n’ Roll Kids and Only Teardrops), changing active verb forms into passive imperative (Love 
Shine a Light), changing the tense of some verbs (Fly on the Wings of Love), changing the 
persona of some lines (Take Me to Your Heaven and Fly on the Wings of Love) and making 
the subtitles more impersonal (The Voice). 
 
Similar to meaning, the register in the subtitles is also similar to the original register in almost 
all the songs. The only exception is the translation of Take Me to Your Heaven, in which the 
register varies throughout the translation from standard to more colloquial, which has a 
negative effect on the naturalness of the subtitles. One feature that affects the register is the 
use of colloquial words, which has been done in five songs. In two songs, Rock ‘n’ Roll Kids 
and Everybody, the colloquial words are suitable for the overall register in the subtitles, 
whereas in the other three songs, Why Me?, Take Me to Your Heaven and Only Teardrops, the 
colloquial words are contradictory to the overall register and thus decrease naturalness. The 
subtitles of Why Me? and Take Me to Your Heaven include shortened, more colloquial forms 
of personal pronouns, which condense the subtitles, but are not suitable for the overall 
register. Therefore, condensing has been prioritized over register and this way over 
naturalness. In Take Me to Your Heaven, the shortened colloquial forms of personal pronouns 
help to retain the original rhythm in the subtitles, as do using words with possessive suffixes, 
which are rather formal and rare in speech. Thus, rhythm has been prioritized over 
naturalness. In some translations, such as Take Me to Your Heaven and Fly on the Wings of 
Love, meaning has been emphasized over naturalness, as some literally translated lines do not 
sound natural in Finnish. The opposite phenomenon can be found in the subtitles of Love 
Shine a Light, in which the original idioms have been simplified in the subtitles so that they 
would be more reader-friendly. Therefore, naturalness has been emphasized over meaning. 
 
In addition to register, Low (2005: 195) notes that also word order can have an effect on the 
naturalness of song translations. All the subtitles in the study include inversion, and in all but 
one, Fly on the Wings of Love, inversion is rather substantial. Salo (2006: 103–104) notes that 
song lyricists should take advantage of the flexible word order in Finnish, and Palmgren 
(1986: 334) says that inversion is typical in poetry.  Also in the subtitles in this study, 
inversion mostly adds naturalness by making the subtitles more poetic and song-like. 
Inversion is also used in several subtitles in order to create a rhyme or alliteration. However, 
there are a few subtitles, for example in Only Teardrops, which can be considered as 
unnatural due to inversion. 
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Other ways of increasing poetry and song-likeness, and thus increasing naturalness in the 
subtitles, are the use of added alliteration and other poetic words or inflections. All the 
subtitled lyrics include some added alliteration, but it is used the most in the subtitles of Why 
Me?, Love Shine a Light, Take Me to Your Heaven and Only Teardrops, of which the first 
three also include some other poetic words and inflections. 
 
The rhythm of the original lyrics has been followed very closely in some translations, but 
sometimes some other criterion, such as meaning or the conventions and restrictions of 
subtitling, has been prioritized over rhythm. The deviation in the syllable count of the original 
lyrics compared to the subtitled lyrics vary from having 43 syllables less in the subtitles to 
having 61 syllables more in the subtitles, which can be seen in Table 1. 
 
Table 1. The number of syllables in the subtitled lyrics compared to the original lyrics. 
Song Less syllables in subtitled lines More syllables in subtitled lines 
Why Me? -20  
Rock ‘n’ Roll Kids -4  
The Voice -3  
Love Shine a Light -34  
Take Me to Your Heaven  +3 
Fly on the Wings of Love  +53 
Everybody -40  
Euphoria  +13 
Only Teardrops  +61 
 
The range is rather substantial, but a few reasons can be named. Both Low (2005: 196) and 
Franzon (2008: 392–393) emphasize the importance of respecting the original rhythm in song 
lyrics translation. Savonen (2008: 242) notes that by not following the original syllable count, 
the rhythm of the music could be destroyed, whereas Low (2005: 197) states that one syllable 
can be omitted or added in the translation, if it is necessary. I would note, however, that 
subtitled song lyrics are of a different matter, since some condensing is almost inevitable, 
which is why sometimes more than one syllable has to be omitted from a line.  This can also 
be seen in table 1: the total number of syllables is notably smaller in three translations in this 
study. However, the subtitles of three songs clearly have more syllables than the original 
lyrics. The subtitles of all these three songs share a common feature: they are rather literal 
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translations of the original lyrics, and therefore not much condensing has been done. Since 
Finnish words tend to be longer than English words, the syllable count of the literally 
translated subtitles is substantially larger than that of the original lyrics, which has a negative 
effect on the rhythm of the subtitles. Thus, rhythm has been sacrificed in order to keep the 
original meaning in these translations. As these songs have been translated literally and the 
subtitled lines are long and rhythmically different from the original lines, also the illusion of 
song lyrics is lost in these translations.  
 
The numbers in table 1 do not, however, tell the whole truth. In the song Why Me? for 
example, there is only one subtitled line that differs from the original line by more than two 
syllables, and in Love Shine a Light, no subtitled lines differ from the original lines by more 
than two syllables, but the large difference in the total number of syllables results from 
omitting a repetitive line in the subtitles. The opposite can be found in the song Euphoria. The 
total number of syllables in the subtitles is not very different from the original lyrics, but there 
are altogether twelve subtitled lines that differ from the original line by more than two 
syllables. In the subtitles of Everybody, the original rhythm is imitated in a different manner. 
The tempo of the song is fast, which is why substantial condensing has had to be made. There 
are 40 syllables less in the subtitles than in the original lyrics, which gives the impression that 
the original rhythm has not been followed very closely, if at all. Although the rhythm in the 
subtitles differs from the original rhythm, it is consistent, as it is in the original lyrics. 
Therefore, rhythm has been taken into consideration, but within the limits of subtitling, which 
is in accordance with the Pentathlon Principle. 
 
Rhythm has also been created with some other tools. One of them is having an unusual line 
break to indicate a pause in the song, which is something that can only be done in subtitles. 
This strategy has been used in the subtitles of three songs: Why Me?, Rock ‘n’ Roll Kids and 
Love Shine a Light. By using unusual line breaks, the translator has emphasized rhythm over 
the conventions of subtitling. Another tool is placing three full stops at the end of subtitled 
lines to imitate a rubato tempo in the original lyrics, as in the subtitles of The Voice. One more 
tool is to have similar consistency in rhythm in the subtitles as there is in the original lyrics, 
although the number of syllables may differ from the original number, as is the case in the 
subtitles of Everybody. If the rhythm is consistent in the original lines and in the subtitled 
lines (although the exact number of syllables would be different), the consistency in the 
syllable count of the subtitles as such create rhythm. The way commas are used also create 
  98 
rhythm in many of the translations: a comma has been put in a place where the singer takes a 
pause. 
 
Similar to rhythm, rhyming has also been executed in several ways in the subtitles. According 
to Low (2005: 198–199), the flexibility of the Pentathlon Principle is especially suitable in the 
criterion of rhyme, as he claims that not all the rhymes need to be translated or the rhymes do 
not need to be situated at the same places as in the original lyrics, as is the case in most of the 
songs in this study. All the original lyrics include rhymes. There are two songs, Fly on the 
Wings of Love and Everybody, in which rhyming in the subtitles is rather similar to the 
rhyming in the original lyrics. The subtitles of the songs Why Me? and Only Teardrops have 
the same amount of rhymes as the original lyrics, but they are not always situated at the same 
places as in the original lyrics. 
 
Rhyming in the subtitles of the remaining five songs is more different from the rhyming in the 
original lyrics. In Rock ‘n’ Roll Kids, rhyming is one of the hooks of the song, but some of the 
original rhymes have been left out in the subtitles. One reason for this is that most subtitles 
are one-liners, which makes it more difficult to execute end rhymes. In the songs The Voice, 
Love Shine a Light and Euphoria, there are fewer rhymes in the subtitles than in the original 
lyrics, and the rhymes are not always situated at the same places as the original rhymes. There 
are not many rhymes in the original lyrics of Take Me to Your Heaven, but there are even less 
rhymes in the subtitles. In some songs, such as Everybody and Only Teardrops, meaning is 
sometimes sacrificed in order to create a rhyme pair at the end of the lines. The register of 
these rhyme words with a different meaning differs from the overall register of the subtitles as 
well, which decreases naturalness. Thus, rhyming has also been prioritized over naturalness. 
 
The analysis of the criterion of the restrictions and conventions of subtitling concentrated on 
counting how many one-liner and two-liner subtitles there are in one translation, the use of 
capital letters and punctuation marks, and what kind of condensing and omissions have been 
executed within the subtitles. The division of one-liner and two-liner subtitles is shown in 
Table 2.  
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Table 2. The division of one-liners and two-liners in each song. 
Song More one-liners More two-liners Equal number of two-
liners and one-liners 
Why Me?  x  
Rock ‘n’ Roll Kids x   
The Voice x   
Love Shine a Light  x  
Take Me to Your Heaven  x  
Fly on the Wings of Love   x 
Everybody  x  
Euphoria   x 
Only Teardrops x   
 
One-liner subtitles are more common in three translations, Rock ‘n’ Roll Kids, The Voice and 
Only Teardrops, two-liners in three translations, Why Me?, Love Shine a Light, Take Me to 
Your Heaven and Everybody, and in two translations, Fly on the Wings of Love and Euphoria, 
half of the subtitles are two-liners and the other half one-liners. The use of capital letters and 
punctuation marks is shown in Table 3.  
 
Table 3. The use of capital letters and punctuation marks in each song. 
Song Capital 
letters 
Full 
stop 
Comma Question 
mark 
Colon Exclamation 
mark 
Hyphen 
Why Me? x  x x x   
Rock ‘n’ Roll Kids x       
The Voice  x x     
Love Shine a Light        
Take Me to Your 
Heaven 
x  x    x 
Fly on the Wings of 
Love 
x  x     
Everybody   x  x x  
Euphoria   x     
Only Teardrops   x x    
 
Ivarsson and Carroll (1998: 121) state that translators can take greater typographical liberties 
with song lyric subtitles than with other types of texts and continue that there should be no or 
very few punctuation marks used in them. Typographical liberties have been taken in the 
subtitles in this study, but the other recommendation by Ivarsson and Carroll has not been 
followed, as there are plenty of punctuation marks used in some of the subtitles, as can be 
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seen in Table 3. The punctuation is not, however, in accordance with Finnish grammar, which 
is what Vertanen (2008: 154–155) recommends. Using punctuation marks is different in song 
lyrics, because as Salo says (2006: 43), song lyrics are rarely read from a paper. Therefore, it 
could be said that the translators have followed the conventions of song lyric writing instead 
of the conventions of subtitling in the punctuation. 
 
Capital letters are used in four translations, and in three of them, Why Me?, Take Me to Your 
Heaven and Fly on the Wings of Love, it is consistent. In Fly on the Wings of Love, all the 
subtitles begin with a capital letter. However, in the subtitles of Rock ‘n’ Roll Kids, the use of 
capital letters is not consistent.  Only one translation, The Voice, includes full stops, but they 
are not used to indicate the end of a sentence, but to emphasize the rubato tempo in the 
beginning of the song. Commas have been used in all the translations except Rock ‘n’ Roll 
Kids and Love Shine a Light. Question marks have been used in two translations: Why Me? 
and Only Teardrops. There is also one translation, Euphoria, that includes a subtitle with a 
question but a question mark is not used. Two translations, Why Me? and Everybody, include 
colons. Everybody is also the only song the subtitles of which include exclamation marks. The 
subtitles of Take Me to Your Heaven include a hyphen to indicate that a sentence continues in 
the next subtitle. However, hyphen has not been used in any of the other translations in 
similar situations. One translation, Love Shine a Light, does not include any punctuation 
marks or capital letters.  
 
As is conventional in subtitling, some omissions have been made in all the translations, and 
some of the omissions are more notable than others. Almost all repetitive words and phrases 
in the original lyrics have been omitted in the subtitles, which is common in subtitling. An 
entire line has been omitted in six translations and the last chorus or choruses have been 
omitted in the last four, more recent songs. The subtitles of Why Me?, Rock ‘n’ Roll Kids and 
Love Shine a Light are the only ones in which no last lines or last choruses have been omitted. 
Condensing is also common in all the subtitles in the study. An evident relation can be drawn 
between the amount of condensing and how literally the songs have been translated: the more 
literal the translation, the less condensing has been done. Thus, meaning has been prioritized 
over the restrictions and conventions of subtitling.  
 
The next chapter draws together all the chapters in this thesis and introduces future topics of 
research. 
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8. Conclusion 
In this master’s thesis, I have examined and analyzed nine songs from the broadcasts of the 
Eurovision Song Contest from 1992 to 2013. Both the original lyrics and the subtitled lyrics 
have been analyzed. The phenomenon of subtitling the songs in the contest in general has also 
been discussed. As far as I know, only Finland and Estonia provide subtitles for the songs, 
although according to Angrisani et al. (2009: 8), subtitling is the most common form of 
audiovisual translation in television in 16 countries in Europe. One reason for choosing this 
particular topic was that studies about translating popular songs, especially in the field of 
audiovisual translation, are rare. As a musician and a student of translation studies, the unique 
concept of subtitling the songs in the contest also intrigued me. 
 
The theoretical framework consists mainly of Peter Low’s (2005) Pentathlon Approach (also 
known as the Pentathlon Principle) to song translation, which is based on the skopos theory 
by Hans Vermeer (2000). The Principle includes five different criteria that should all be taken 
into consideration when translating songs. Four from the five criteria, sense, naturalness, 
rhythm and rhyme, have been examined in the analysis. The fifth criterion, singability, was 
omitted and replaced by another criterion: the restrictions and conventions of subtitling. The 
reason for this is that in my opinion, the main function of the subtitles of the songs in the ESC 
is to convey the meaning of the original lyrics, not to be singable. The main aim in the study 
has been to examine which criteria have been taken into consideration in the subtitles and also 
have some criteria been prioritized over others in some translations. 
 
The material of the study consists of nine songs: their original lyrics and the subtitled lyrics. 
The subtitles of the first seven songs Why Me? (1992), Rock ‘n’ Roll Kids (1994), The Voice 
(1996), Love Shine a Light (1997), Take Me to Your Heaven (1999), Fly on the Wings of Love 
(2000) and Everybody (2001) have been taken from the FBC Corpus (Yle-korpus) (Mäkisalo 
& Tirkkonen-Condit 2006) and the subtitles of the last two songs Euphoria (2012) and Only 
Teardrops (2013) have been transcribed from recorded television broadcasts of the contest. 
The original lyrics of the first seven songs have been transcribed from DVDs that include the 
performances of all the winners of the ESC from 1956 to 2005 (CONGRATULATIONS 
2005) and the original lyrics of the last two songs have also been transcribed from recorded 
television broadcasts. All these songs share two common factors: they were performed in 
English and they are the winning songs from each year. The research method has mainly been 
qualitative, but Low’s criteria rhyme and rhythm and my own criterion restrictions and 
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conventions of subtitling have also been analyzed quantitatively. The analysis itself is mainly 
focused on textual matters, since concentrating more on musical factors would have widened 
the thesis too much. Musicality is not completely ignored, however, since it has been part of 
the analysis in three of Low’s criteria: sense, rhythm and rhyme. 
 
The analysis proceeded in a consistent manner, as all the songs have been analyzed separately 
in a chronological order, from the oldest to the newest. The different criteria of the Pentathlon 
Principle have been taken into consideration in different ways in different subtitles. In some 
translations, sense has been prioritized and in some others rhythm or rhyming has been given 
more emphasis. However, the one criterion that has been followed the most in the subtitles is 
sense. The theme and the atmosphere of the original lyrics have been retained in all the 
translations. Meaning has not been entirely neglected in any of the subtitled lines of the songs, 
and there is only one translation that includes more than a few subtitles that deviate in 
meaning. However, it was sometimes difficult to define whether a deviation was actually a 
difference in meaning, or whether the translator had merely interpreted the original line 
differently than I had. This is one feature that makes song translation and its research difficult: 
there can be as many interpretations as there are readers.  
 
Although some original lines might have been ambiguous from the point of view of sense, the 
criterion of naturalness was ambiguous in its entirety, which caused some difficulties in 
analyzing the criterion. Instead of defining whether the subtitles are natural or not, I decided 
to identify and examine the features that have an effect on naturalness. These features were 
defined as register (colloquial, standard or poetic), word order, and the use of poetic words 
and inflections, such as added alliteration. In some translations, the use of colloquial words 
(such as the shortened forms of personal pronouns), certain inverted lines, and a few literal 
translations decrease the naturalness of the subtitles. However, usually the register of the 
subtitles corresponds to the original register, and the use of inversion, added alliteration and 
other poetic words add poetry and song-likeness to the subtitles, which increases naturalness. 
 
Compared to sense and naturalness, the criteria rhythm and rhyme have more dispersion in 
how closely the original lyrics have been followed in the subtitles. The original rhythm has 
been followed very closely in three subtitles, whereas in the other translations, rhythm has 
been sacrificed for some other criteria, most commonly sense and the restrictions and 
conventions of subtitling. In the translations where sense has been prioritized over rhythm, the 
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number of syllables in the subtitles is notably larger than in the original lyrics, whereas in the 
translations where the restrictions of subtitling, that is to say condensing, was prioritized over 
rhythm, the number of syllables in the subtitles is notably smaller. Having a similar syllable 
count in the subtitles and in the original lyrics is not, however, the only way to imitate the 
original rhythm, as was seen in many of the translations. Unusual line breaks, the use of 
certain punctuation (such as three full stops at the end of lines and commas to mark a pause), 
and having a consistent, although different rhythm compared to the original lyrics in the 
subtitles, also create rhythm in the subtitles. 
 
According to Low (2005: 198), translating rhymes can be difficult and perhaps emphasized 
too much in song translation. Both Low’s (2005: 199) and Ivarsson’s and Carroll’s (1998: 
121) view is that rhyming does not have to be entirely similar in the translation as in the 
original lyrics. Dissimilarity in rhyming can also be seen in the subtitles in this study, as there 
are only two translations in which rhyming is similar to the original rhyming. The rhyming in 
the subtitles of the remaining seven songs have similarities with the original rhyming, but 
there are either less rhymes in the subtitles, or the rhymes are not always situated at the same 
places as in the original lyrics.  
 
The greatest challenge in analyzing the last criterion, the restrictions and conventions of 
subtitling, was that there have not been established common conventions for subtitling song 
lyrics, especially not in Finland. The subtitled lyrics are the only subtitles in the broadcast of 
the ESC and they are timed live, both of which are unusual and increase the uniqueness of the 
subtitles in the contest. However, as in subtitling other types of text, plenty of condensing and 
omissions have been made in the subtitles. Omissions include repetitive words and phrases, 
single lines, and entire parts of the songs, mainly the last chorus or choruses. In addition to 
condensing and omission, capitals letters and punctuation were also examined. The use of 
capital letters and punctuation marks varies between the translations, and the recommendation 
to use Finnish punctuation is mainly not followed, which shows the uniqueness of subtitling 
song lyrics. Rhythm has also been created with the subtitles in a few translations, by taking an 
advantage of unusual line breaks: a break has been placed between words where there is a 
short pause in singing as well. 
 
The results seem to indicate that sense is the criterion that has been followed the most, which 
would support the presumption that retaining meaning is the main skopos in translating the 
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songs in the ESC. The restrictions and conventions of subtitling have also been followed 
rather closely, with the exception of unusual punctuation for Finnish. But as has been noted 
before, punctuation is more rare in song lyrics. The naturalness of the subtitles has been 
increased by inversion, added alliteration and the use of poetic and colloquial words. 
However, a few subtitles can be found in which these features decrease their naturalness. 
Using both colloquial and standard register in some translations also make them less natural. 
The original rhyming has not always been followed in the subtitles, but as Low (2005: 199) 
says, the flexibility of the Pentathlon Principle allows this. Although rhythm has been 
followed carefully in some of the translations, most of the translations include several lines 
that differ notably from the original rhythm. Therefore, it could be said that rhythm is the 
criterion that has been sacrificed the most in the subtitles. 
 
Based on the results of the analysis, the subtitled lyrics could also be divided into two groups: 
literal translations and translations that aim at giving the illusion of song lyrics. Three songs, 
Fly on the Wings of Love, Euphoria and Only Teardrops, have been translated rather literally, 
which has a negative effect on giving the illusion of song lyrics, mostly because the number 
of syllables in the translations is notably larger than in the original lyrics in many subtitled 
lines, which affects the rhythm of the translations. The rest of the songs, Why Me?, Rock ‘n’ 
Roll Kids, The Voice, Love Shine a Light, Take Me to Your Heaven and Everybody, have not 
been translated as literally and the original rhythm has been followed more closely in them. 
However, more condensing has been done in some of these songs resulting in having fewer 
syllables in the subtitles compared to the original lyrics. By not translating the lyrics literally 
and having a similar number of syllables in the subtitled and original lines or having fewer 
syllables on the subtitled lines, which is conventional in subtitling, help to create the illusion 
of song lyrics.  
 
Due to the small amount of research material, the results of this study cannot, however, be 
generalized, which is why more studies on the topic are needed. Since the main focus in this 
study was the subtitled lyrics, I could not examine the phenomenon of subtitling the ESC and 
why it happens only in a few countries very thoroughly. This would, however, be an 
interesting topic to research further. One way of executing this would be interviewing the 
translators. The aim of the current study was to discover which criteria of the Pentathlon 
Principle have been followed in the subtitles. Each criterion could also be studied more 
thoroughly in a study that includes more songs and only one of the criteria is examined. Since 
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the fifth criterion of the Pentathlon Principle, singability, was excluded from the current 
study, another topic of research could be examining merely the singability of the subtitles of 
the songs in ESC, or other subtitled song lyrics. This kind of study would complement the 
current study. 
 
A different approach on studying the subtitles in the contest would be a reception study on 
how the subtitles of the contest are seen among Finns. This would shed light on whether the 
subtitles are seen as a negative matter, or whether they are considered to be an aid in 
understanding the content of the original lyrics. Another study would be similar to the 
previous suggestion, with the difference of adding a comparative group of people from other 
nationalities, and who are not used to having the songs in the contest subtitled. New subtitles 
would be made for them in their native language after which they would be asked what their 
opinions about the subtitles are.  
 
As I am finishing this master’s thesis, the next Eurovision Song Contest is just around the 
corner. Although I might never watch the show objectively again, I now have more 
appreciation towards the fact that the contest is subtitled in Finland, and the viewers here are 
given the chance to know the content of the lyrics. Hopefully this topic will be given more 
attention among students and scholars of different fields (such as translation studies, 
musicology and cultural studies), and perhaps in the future, more countries will subtitle the 
songs in their broadcasts of the Eurovision Song Contest. 
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Appendix 1. Terminology 
 
Definitions for audiovisual terms: 
line a single written passage in a subtitle 
subtitle one subtitle that consist of either one or two lines 
one-liner a subtitle that consists of one line 
two-liner a subtitle that consists of two lines 
line break the way lines are divided in a two-liner 
 
Definitions for song lyric terms: 
line a written line is a passage that has been written as a single line 
a spoken line or a sung line is usually of the same length as a musical 
phrase (Salo, 2006: 93) 
couplet a pair of two lines that have an end rhyme (Encyclopaedia Britannica, 
2014a) 
rhyme “A phenomenon, in which similar speech sounds repeat in a controlled 
manner.” [my translation]  (Salo, 2006: 168)  
rhyme word a word that rhymes with one or more other words 
rhyme pair “two rhyme words that rhyme together” [my translation] (Salo, 2006: 168) 
verse a group of usually two to four lines that form a whole 
chorus a group of usually two to four lines that repeat in different parts of the 
song 
pre-chorus a short section in a song between a verse and a chorus 
bridge a lyrically and musically different section in a song that usually appears 
before the last chorus or double chorus. 
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Appendix 2. The lyrics and the subtitles of the song Why Me?
 
1992 Why Me? 
(IRELAND: Linda Martin) 
 
Sometimes I watch you passing by my 
window  
 
And sometimes I watch you passing 
through my dreams  
 
And sometimes, when I look at you  
you take my breath away  
 
Sometimes I try and understand your 
reasons  
 
 
You choose to feel the way you feel about 
me  
 
And sometimes, when I turn around  
and you're there like today  
 
And I wanna say  
 
Why me? 
I look at you and I get the feeling  
 
Why me? 
 
I know it’s true but I can't believe it  
 
I keep on wondering why  
my love shines in your eyes  
 
Why me? 
 
I look at you and I ask myself why me  
 
Sometimes I lie awake and watch you 
sleeping  
 
And listen to the beating of your heart  
 
And sometimes, when you're lying there  
you take my breath away  
 
And I wanna say  
 
 
Miksi minä?  
 
 
Joskus kun kuljet ikkunani ohi 
 
 
ja joskus kun kuljet 
unissanikin 
 
kun silloin sinuun katson, 
olen aivan sanaton 
 
Toisinaan koetan ymmärtää 
syyn siihen 
 
 
miksi olet minut valinnut 
 
 
Kun sinun näen vierelläin 
yhä viipyvän 
 
niin kysyn näin: 
 
Miksi 
saan sulta kaiken rakkauden? 
 
Miksi? 
 
Sen tiedän mutta usko en 
 
Pohdin rakkauttani, 
sen silmistäsi nään 
 
Miksi? 
 
Sinua katson ja kysyn miksi 
 
Toisinaan mä yöllä 
untas valvon 
 
ja kuulen sydämesi sykkivän 
 
Kun katson sinun lepäävän, 
olen aivan sanaton 
 
ja kysyn näin: 
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Why me? 
I look at you and I get the feeling  
 
Why me? 
 
I know it’s true but I can't believe that it's 
me  
 
Who's gonna be holding you  
in my arms tonight  
 
And why it's me  
who's gonna be the one to make you feel 
all right, tonight  
 
Why me? 
I look at you and I get the feeling  
 
Why me? 
 
I know it’s true but I can't believe it  
 
I keep on wondering why  
my love shines in your eyes  
 
Why me? 
 
I look at you and I ask myself why me  
 
Why me? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Miksi 
saan sulta kaiken rakkauden? 
 
Miksi? 
 
Sen tiedän mutta usko en 
 
 
Miksi minä saan 
pitää sinut tänään sylissäin? 
 
Miksi minä vain onnen antaa 
sinulle saan, onnestain? 
 
 
Miksi 
saan sulta kaiken rakkauden? 
 
Miksi? 
 
Sen tiedän mutta usko en 
 
Pohdin rakkauttani, 
sen silmistäsi nään 
 
Miksi? 
 
Sinua katson ja kysyn miksi 
 
Miksi minä? 
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Appendix 3. The lyrics and the subtitles of the song Rock ‘n’ Roll Kids
 
1994 Rock ‘n’ Roll Kids 
(IRELAND:  
Paul Harrington & Charlie 
McGettigan)  
 
I remember '62  
 
I was sixteen and so were you  
 
And we lived next door  
on the avenue 
 
Jerry Lee was big and Elvis too  
 
Blue jeans and blue suede shoes  
 
And we never knew  
what life held in store  
 
We just wanted to rock ‘n’ roll forever 
more  
 
We were the rock ‘n’ roll kids  
 
And rock ‘n’ roll was all we did  
 
And listening to those songs on the radio  
 
 
I was yours and you were mine  
 
But that was once upon a time  
 
Now we never seem to rock ‘n’ roll 
anymore 
 
Now Johnny's in love with the girl next 
door  
 
Mary's down at the record store  
 
They don't wanna be 
around us no more  
 
Golden Oldies but we hardly speak  
 
Too busy running to a different beat  
 
Rokkarit 
 
 
 
 
Oli vuosi kuuskytkaks 
 
Oltiin kuustoista molemmat 
 
Naapureina 
me silloin asuttiin 
 
Oli Elvis ja Jerry Lee 
 
oli farkut ja brylkreemii 
 
Ja me surtu ei 
mitään tulevaa 
 
Meille riitti kun rokki soi 
ikuinen 
 
Rokkareita oltiin niin 
 
Sitä vain me haluttiin 
 
ne laulut 
radiosta me kuunneltiin 
 
Oli rakkaus rajaton 
 
Siitä kauan aikaa on 
 
Nyt ei enää meillä rokki soi 
milloinkaan 
 
Johnny naapurin tyttöön rakastui 
 
 
Ja Mary levykauppaan pestautui 
 
Enää mukaan 
ei heitä saa 
 
Kaksin tuskin enää jutellaan 
 
Eri maailmoissa kierrellään 
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Hard to understand 
we were once like them  
 
How I wish we could find those rock ‘n’ 
roll days again.  
 
We were the rock ‘n’ roll kids  
 
And rock ‘n’ roll was all we did 
 
And listening to those songs on the radio  
 
 
I was yours and you were mine  
 
But that was once upon a time  
 
Now we never seem to rock ‘n’ roll 
anymore 
 
I was yours and you were mine  
 
That was once upon a time 
 
Now we never seem to rock ‘n’ roll 
 
Now we never seem to rock ‘n’ roll 
anymore 
 
Oltiinko tosiaan 
me silloin kuin he nyt? 
 
Kunpa kuulisi kun rokki soi 
entinen 
 
Rokkareita oltiin niin 
 
sitä vain me haluttiin 
 
ne laulut 
radiosta me kuunneltiin 
 
Oli rakkaus rajaton 
 
Siitä kauan aikaa on 
 
Nyt ei enää meillä rokki soi 
milloinkaan 
 
Oli rakkaus rajaton 
 
Siitä kauan aikaa on 
 
Nyt ei enää meillä rokki soi 
 
Nyt ei enää meillä rokki soi 
milloinkaan
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Appendix 4. The lyrics and the subtitles of the song The Voice
 
1996 The Voice 
(IRELAND: Eimear Quinn)  
 
I hear your voice on the wind 
 
And I hear you call out my name 
 
Listen my child, you say to me 
 
I am the voice of your history 
 
Be not afraid, come follow me 
 
Answer my call and I'll set you free 
 
I am the voice in the wind and the pouring 
rain 
 
I am the voice of your hunger and pain 
 
I am the voice that always is calling you 
 
I am the voice, I will remain 
 
I am the voice in the fields when the 
summer's gone 
 
The dance of the leaves when the autumn 
winds blow 
 
Ne'er do I sleep throughout all the cold 
winter long 
 
I am the force that in springtime will grow 
 
I am the voice of the past that will always 
be 
 
Filled with my sorrows and blood in my 
fields 
 
I am the voice of the future 
 
Bring me your peace 
 
Bring me your peace and my wounds 
they will heal 
 
 
Ääni  
 
 
kuulen tuulessa äänesi... 
 
kuulen kun huudat nimeäni... 
 
lapseni, kerron sinulle 
 
olen ääni menneisyytesi 
 
älä pelkää, tule mukaani 
 
vastaa niin teen sinut vapaaksi 
 
äänenä tuulen ja sateen valuvan 
 
 
äänenä nälän ja kärsimyksen 
 
äänenä huudan sinun perääsi 
 
äänenä laulan ikuisesti 
 
äänenä leijun 
niittyjen syksyisten 
 
tanssina lehtien keltaisien 
 
 
uinu en alla talven ja pakkasten 
 
 
voimana herätän maan keväisen 
 
äänenä menneisyyden 
laulan uudestaan 
 
vainiot veriset, poltetun maan 
 
 
olen myös tulevan ääni 
 
rauhasi suo 
 
rauhasi voi haavat parantaa 
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I am the voice in the wind and the pouring 
rain 
 
I am the voice of your hunger and pain 
 
I am the voice that always is calling you 
 
I am the voice 
 
I am the voice of the past that will always 
be 
 
I am the voice of your hunger and pain 
 
I am the voice of the future 
 
I am the voice, I am the voice 
 
I am the voice, I am the voice 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
äänenä tuulen ja sateen valuvan 
 
 
äänenä nälän ja kärsimyksen 
 
äänenä huudan sinun perääsi 
 
äänenä laulan 
 
äänenä menneisyyden 
laulan uudestaan 
 
vainiot veriset, poltetun maan 
 
olen myös tulevan ääni 
 
olen ääni 
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Appendix 5. The lyrics and the subtitles of the song Love Shine a Light
 
1997 Love shine a light 
(UNITED KINGDOM:  
Katrina & The Waves)  
 
Love shine a light 
in every corner of my heart 
 
Let the love light carry, 
let the love light carry 
 
Light up the magic 
in every little part 
 
Let our love shine a light 
in every corner of our hearts 
 
Love shine a light 
in every corner of my dream 
 
Let the love light carry, 
let the love light carry 
 
Like the mighty river 
flowing from the stream 
 
Let our love shine a light 
in every corner of my dream 
 
And we're all 
gonna shine a light together 
 
All shine a light 
to light the way 
 
Brothers and sisters 
in every little part 
 
Let our love shine a light 
in every corner of our hearts 
 
Love shine a light 
in every corner of the world 
 
Let the love light carry, 
let the love light carry 
 
 
 
 
 
 
 
 
rakkaus 
täyttäköön sydämen 
 
loistettaan se luokoon 
 
 
taian sytyttäköön 
joka sopukassa 
 
rakkauden valo saa 
täyttää koko sydämen 
 
rakkaus 
täyttäköön unelmain 
 
loistettaan se luokoon 
 
 
vyöryköön sen virta 
kuin vuolas veden vuo 
 
rakkauden valo saa 
täyttää joka unelman 
 
sisältä 
sitä heijastaa me voimme 
 
tiemme valo kirkastaa 
 
 
veljet ja siskot 
joka kolukassa 
 
rakkauden valo saa 
täyttää koko sydämen 
 
rakkaus 
täyttäköön maailman 
 
loistettaan se luokoon 
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Light up the magic 
for every boy and girl 
 
Let our love shine a light 
in every corner of the world 
 
And we're all 
gonna shine a light together 
 
All shine a light 
to light the way 
 
Brothers and sisters 
in every little part 
 
Let our love shine a light 
in every corner of our hearts 
 
And we're all 
gonna shine a light together 
 
All shine a light 
to light the way 
 
Brothers and sisters 
in every little part 
 
Let our love shine a light 
in every corner of our hearts 
 
Shine a light 
in every corner of our hearts 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
taian sytyttäköön 
joka ihmisessä 
 
rakkauden valo saa 
täyttää koko maailman 
 
sisältä 
sitä heijastaa me voimme 
 
tiemme valo kirkastaa 
 
 
veljet ja siskot  
joka kolukassa 
 
rakkauden valo saa 
täyttää koko sydämen 
 
sisältä 
sitä heijastaa me voimme 
 
tiemme valo kirkastaa 
 
 
veljet ja siskot  
joka kolukassa 
 
rakkauden valo saa 
täyttää koko sydämen 
 
rakkauden 
valo täyttää sydämen 
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Appendix 6. The lyrics and the subtitles of the song Take Me to Your Heaven 
 
1999 Take Me to Your Heaven 
(SWEDEN: Charlotte Nilsson)  
 
Shadows dancing slowly on my wall 
 
 
Moonlight painting silver to the sound of 
heartbeat 
 
Magical emotions take control 
 
 
Knowing we will meet before the night is 
over 
 
Then I'm gonna make you mine 
love you 'til the end of time 
 
Take me to your heaven 
hold on to a dream 
 
Take me to your heaven 
 
When my nights are cold and lonely 
 
 
Flying high together 
on a journey to the stars 
 
Won't you take me to your heaven to your 
heart 
 
I can feel your body next to mine 
 
Reaching for a kiss that keeps me warm 
and tender 
 
Seven steps to heaven show the way 
 
 
When I'm there I give myself in sweet 
surrender 
 
Then I'm gonna make you mine 
love you 'til the end of time 
 
Take me to your heaven 
hold on to a dream 
 
 
 
 
 
Varjoin tanssi 
seinilläni soi 
 
Kuunvalo maalaa hopeaa 
ja sydän valvoo 
 
Minut valtaa 
taika tunteiden 
 
Tiedän, että saavut 
ennenkuin yö päättyy 
 
Omani mä susta teen, 
lemmin ääriin aikojen 
 
Taivaisiisi vie mut, 
tartu unelmiin 
 
Taivaisiisi vie mut - 
 
kun yksinäisyys 
yötä kylmää 
 
Korkealle liidän 
tähtikaaren taa 
 
Vie mut taivaisiin, 
vie mut sun sydämeen 
 
Lämpöäsi vasten painaudun 
 
Suudelmaasi tavoitan, 
sen kuumaa huumaa 
 
Tie taivaisiin 
on seitsenportainen 
 
Ja huipulla mä antaudun, 
suloisesti sulle 
 
Omani mä susta teen, 
lemmin ääriin aikojen 
 
Taivaisiisi vie mut, 
tartu unelmiin 
 
 11 
 
Take me to your heaven 
 
When my nights are cold and lonely 
 
 
Flying high together 
on a journey to the stars 
 
Won't you take me to your heaven to your 
heart 
 
As dawn is breaking 
there is so much more to say 
 
So will you be my one and only 
when nights are lonely 
 
Hold on tight forever 
 
Take me to your heaven 
hold on to a dream 
 
Take me to your heaven 
 
When my nights are cold and lonely 
 
 
Flying high together 
on a journey to the stars 
 
Won't you take me to your heaven to your 
heart 
 
 
Won't you take me to your heaven to your 
heart 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Taivaisiisi vie mut - 
 
kun yksinäisyys 
yötä kylmää 
 
Korkealle liidetään 
tähtikaaren taa 
 
Vie mut taivaisiin, 
vie mut sun sydämeen 
 
Kun aamu valkenee, 
se uudet sanat tuo 
 
Siis omakseni yöhön, 
ainoaksi tulethan 
 
Pidä kiinni ainiaan 
 
Taivaisiisi vie mut, 
tartu unelmiin 
 
Taivaisiisi vie mut - 
 
kun yksinäisyys 
yötä kylmää 
 
Korkealle liidetään 
tähtikaaren taa 
 
Vie mut taivaisiin, 
vie mut sun sydämeen 
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Appendix 7. The lyrics and the subtitles of the song Fly on the Wings of Love
 
2000 Fly on the Wings of Love 
(DENMARK: Olsen brothers) 
 
In the summer night  
when the moon shines bright 
 
feeling love forever 
 
And the heat is on 
when the daylight’s gone 
 
still happy together 
 
There’s just one more thing I’d like to add 
 
She’s the greatest love I’ve ever had 
 
Fly on the wings of love 
fly, baby, fly 
 
Reaching the stars above 
touching the sky 
 
And as time goes by 
there’s a lot to try 
 
and I’m feeling lucky 
 
In the warmest sand 
smiling hand in hand 
 
love is all around me 
 
There’s just one more thing I’d like to add 
 
She’s the greatest love I’ve ever had 
 
Fly on the wings of love 
fly, baby, fly 
 
Reaching the stars above 
touching the sky 
 
If you just fly  
fly on the wings of love 
 
 
 
 
 
 
 
Kesäyössä 
kuun loistaessa 
 
Tuntuu rakkaus ikuiselta 
 
Tunteet kuumentuu 
kun päivänvalo hiipuu 
 
Yhä onnellisina yhdessä 
 
Yhden asian haluan vielä kertoa 
 
Ei ole tällä rakkaudella vertoa 
 
Rakkauden siivin lennämme 
 
 
Tähtitarhaan kurkotamme, 
taivasta kosketamme 
 
Kun aika rientää 
on paljon mitä voimme yrittää 
 
Minua on onnistanut 
 
Hiekassa pehmeimmässä 
hymyilemme käsi kädessä 
 
Rakkaus minua ympäröi 
 
Yhden asian haluan vielä kertoa 
 
Ei ole tällä rakkaudella vertoa 
 
Rakkauden siivin lennämme 
 
 
Tähtitarhaan kurkotamme, 
taivasta kosketamme 
 
Kunhan vain 
rakkauden siivin lennämme 
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Reaching the stars above 
touching the sky 
 
Fly on the wings of love 
fly, baby, fly 
 
Reaching the stars above 
touching the sky 
 
Fly on the wings of love 
fly, baby, fly  
 
Reaching the stars above 
touching the sky 
 
If you just fly 
on the wings of love 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Tähtitarhaan kurkotamme, 
taivasta kosketamme 
 
Lennä rakkauden siivin, 
ilmaan kohoa 
 
Tähtitarhaan kurkota, 
taivasta kosketa 
 14 
 
Appendix 8. The lyrics and the subtitles of the song Everybody
 
2001 Everybody 
(ESTONIA:  
Tanel Padar, Dave Benton & 2XL) 
 
 
All right - Hey hey 
Well, are you ready? -You bet 
But are you ready? - Oh yeah 
All right - You give it to them now 
 
Well, every night’s a Friday night 
-Aha, what night? 
 
Ladies this sure feels right 
- I guess this is party time 
 
The two of us will sing again 
- Two of us together again 
 
The heart is young and we know when 
- Young and handsome they say 
 
Come on, Dave 
 
To kick the sadness out the door 
- To kick the sadness out the door 
 
And roll the carpet from the floor 
- Haha, carpet from the floor, yeah 
 
So let the spirit hit the roof  
- I hit the roof, I hit the roof 
 
The two of us still know the moves 
 
But not even time can take away 
the starlight from us, no, it won’t fade 
 
Still we believe that we 
were made to laugh and sing 
 
Come on everybody let’s sing along 
and feel the power of a song 
 
 
Come on everybody let’s feel the spark 
that always lives within our hearts 
 
 
 
 
 
 
 
 
 
 
 
 
perjantai on aina vain, 
elämääni ilon sain 
 
 
 
 
pääsen jälleen laulamaan, 
sydän äityy nuortumaan 
 
 
 
 
 
 
terve suru, painu pois! 
matot nurkkaan heittää vois 
 
 
 
 
riemu kattoon, hiiohei: 
jalat maata koske ei 
 
 
 
ei edes aika himmentää saa 
tähtien säihkettä huimaavaa 
 
kas, meidät luotu on 
laulamaan ja nauramaan! 
 
tulkaa kaikki laulamaan, 
laulun riemu kokemaan 
 
 
sydämessä säkenöi, 
koskaan polte lopu ei 
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Come on everybody and let it out 
and live the moment here and now 
 
Come on everybody, ’cause here’s the 
chance 
to feel so light, to laugh and dance 
 
A little rollercoaster ride 
- He’s going for a ride now 
 
Right into the starry night 
- Around and round and round we go 
 
And leave the windows open wide 
- Why nobody can’t stay now? 
 
And let the music pour inside 
- Aha 
 
Not even time can take away 
the starlight from us, no, it won’t fade 
 
Still we believe that we 
were made to laugh and sing 
 
Come on everybody let’s sing along  
and feel the power of a song 
 
Come one everybody let’s feel the spark 
that always lives within our hearts 
 
Come on everybody and let it out 
and live the moment here and now 
 
Come on everybody ’cause here’s the 
chance 
to feel so light, to laugh and dance 
 
Look at us now here together again 
 
 
We started out long time ago 
- We knew back then 
 
The music within us could never,  
could never end 
 
 
All right, everybody, yeah 
Let’s sing along 
Y’all come on - Well come on everybody 
heti hetkeen tarttukaa, 
iloisiksi varttukaa 
 
oitis lanteet keinumaan, 
tanssimaan ja nauramaan! 
 
 
huviretki odottaa, 
öiseen humuun johdattaa 
 
 
 
 
ikkunat jo auki on, 
sävelvirta estoton 
 
 
 
 
ei edes aika himmentää saa 
tähtien säihkettä huimaavaa 
 
kas, meidät luotu on 
laulamaan ja nauramaan 
 
tulkaa mukaan laulamaan, 
laulun riemu kokemaan 
 
sydämessä säkenöi, 
koskaan polte lopu ei 
 
heti hetkeen tarttukaa, 
iloisiksi varttukaa 
 
oitis lanteet keinumaan, 
tanssimaan ja nauramaan! 
 
 
kauan on siitä, 
kun aloittaa sain 
 
pitkä on yhteinen taival 
 
 
musiikki sielussa 
elää aina vain! 
 
 
 
tulkaa mukaan laulamaan! 
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Come on, come on 
- Na na na na, yeah, yeah 
 
Come on, come on 
- One more time, I said, yeah 
 
Come on everybody let’s sing along 
and feel the power of a song 
 
Come on everybody let’s feel the spark 
that always lives within our hearts 
 
Come on everybody and let it out 
and live the moment here and now 
 
Come on everybody ’cause here’s a chance 
to feel so light, to laugh and dance 
 
Come on everybody let’s sing along 
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Appendix 9. The lyrics and the subtitles of the song Euphoria
 
2012 Euphoria 
(SWEDEN: Loreen) 
 
Why, why can’t this moment last 
forevermore? 
 
 
Tonight, tonight eternity’s an open door 
 
 
No, don’t ever stop doing the things you do 
 
Don’t go, in every breath I take I’m 
breathing you 
 
Euphoria 
forever till the end of time 
 
From now on only you and I 
 
We're going u-u-u-u-u-up 
 
Euphoria 
an everlasting piece of art 
 
A beating love within my heart 
 
We're going u-u-u-u-u-up 
 
We are here, 
we’re all alone in our own universe 
 
We are free, 
where everything’s allowed and love 
comes first 
 
Forever and ever together 
we sail into infinity 
 
We're higher and higher and higher, 
we're reaching for divinity. 
 
Euphoria 
forever till the end of time 
 
From now on only you and I 
We're going u-u-u-u-u-up 
 
 
 
 
miksei tämä hetki 
voi kestää ikuisesti 
 
 
on tänä iltana 
portti ikuisuuteen auki 
 
jatka aina samaan malliin 
 
älä mene, me kaksi 
hengitämme samaan tahtiin 
 
euforia, aina ja ikuisesti 
 
 
tästä lähtien vain me kaksi 
 
korkeuksiin kiidetään 
 
euforia, 
ikuinen taideteos 
 
sydämeni sykkivä rakkaus 
 
korkeuksiin kiidetään 
 
olemme kaksin omassa 
maailmankaikkeudessamme 
 
vapaina, on kaikki sallittua 
ja tärkeintä rakkautemme 
 
 
ikuisesti yhdessä, 
äärettömään purjehdimme 
 
korkeammalle ja korkeammalle, 
jumaluutta tavoittelemme 
 
euforia, 
aina ja ikuisesti 
 
tästä lähtien vain me kaksi 
korkeuksiin kiidetään 
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Euphoria 
an everlasting piece of art  
 
A beating love within my heart 
 
We're going u-u-u-u-u-up 
 
Forever, 
we sail into infinity 
 
We’re higher, 
we’re reaching for divinity 
 
Euphoria, euphoria 
 
We're going u-u-u-u-u-up 
 
Euphoria 
an everlasting piece of art 
 
A beating love within my heart 
 
We're going u-u-u-u-u-up 
 
Euphoria, euphoria 
 
We're going u-u-u-u-u-up 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
euforia, 
ikuinen taideteos 
 
sydämeni sykkivä rakkaus 
 
korkeuksiin kiidetään 
 
ikuisesti yhdessä 
äärettömään purjehdimme 
 
korkeammalle ja korkeammalle, 
jumaluutta tavoittelemme 
 
euforia 
 
korkeuksiin kiidetään 
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Appendix 10. The lyrics and the subtitles of the song Only Teardrops 
 
2013 Only Teardrops 
(DENMARK: Emmelie de Forest) 
 
The sky is red tonight 
 
We’re on the edge tonight 
 
No shooting star to guide us  
 
Eye for an eye 
why tear each other apart? 
 
Please tell me why 
why do we make it so hard? 
 
Look at us now 
we only got ourselves to blame 
 
It’s such a shame 
 
How many times can we win and lose? 
How many times can we break the rules? 
 
Between us, only teardrops 
 
How many times do we have to fight? 
How many times till we get it right? 
 
Between us, only teardrops 
 
So come and face me now 
 
Here on this stage tonight 
 
Let’s leave the past behind us 
 
Eye for an eye 
why tear each other apart? 
 
Please tell me why 
why do we make it so hard? 
 
Look at us now 
we only got ourselves to blame 
 
It’s such a shame 
 
 
 
 
 
 
on taivas tänä iltana punaisena 
 
olemme tänä iltana reunalla 
 
ei tähdenlento meitä opasta 
 
silmä silmästä, 
miksi repiä rikki toisemme? 
 
kerro miksi me tästä 
niin vaikeaa teemme? 
 
emmekä voi kuin itseämme syyttää 
 
 
miten tyhmää 
 
miten monta kertaa voi voittaa 
tai hävitä ja säännöt rikkoa? 
 
on välillämme enää vain kyyneleet 
 
miten monta kertaa täytyy tapella 
ennen kuin asiat on kunnossa? 
 
on välillämme enää vain kyyneleet 
 
tule siis minut kohtaamaan 
 
tänä iltana tänne lavalle siitä vaan 
 
menneet taakse jätetään 
 
silmä silmästä, 
miksi repiä rikki toisemme? 
 
kerro miksi tästä 
niin vaikeaa teemme? 
 
emmekä voi kuin itseämme syyttää 
 
 
miten tyhmää 
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Tell me: 
How many times can we win and lose? 
How many times can we break the rules? 
 
Between us, only teardrops 
 
How many times do we have to fight? 
How many times till we get it right? 
 
Between us, only teardrops 
 
What’s come between us 
has come between us 
 
Only teardrops 
 
miten monta kertaa voi hävitä  
tai voittaa ja säännöt rikkoa?  
 
on välillämme enää vain kyyneleet 
 
miten monta kertaa pitää tapella 
ennen kuin asiat on kunnossa? 
 
on välillämme enää vain kyyneleet 
 
mitä välillämme on tapahtunut 
on nyt välissämme 
 
vain kyyneleet
 
What’s come between us 
has come between us  
 
How many times can we win and lose? 
How many times can we break the rules? 
 
Between us, only teardrops 
 
How many times do we have to fight? 
How many times till we get it right? 
 
Between us, only teardrops, only teardrops, 
only teardrops, only teardrops 
 
How many times can we win and lose? 
How many times can we break the rules? 
 
Between us, only teardrops 
 
How many times do we have to fight? 
How many times till we get it right? 
 
Between us, only teardrops 
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Suomenkielinen tiivistelmä 
 
Pro gradu -tutkielmassani olen tutkinut Euroviisujen tekstittämistä 1990- ja 2000-luvuilla. 
Päätavoitteeni on ollut tutkia, miten tekstitykset noudattavat Peter Low’n (2005) pentathlon-
periaatteen (Pentahtlon Principle) kriteereitä, sekä antaa tietoa myös Euroviisujen 
tekstittämisestä ylipäänsä. Euroviisujen kääntäminen on ainutlaatuinen ilmiö, jota harjoitetaan 
minun tietojeni mukaan vain Suomessa ja Virossa. Euroviisut on erittäin suosittu 
viihdeformaatti Suomessa, mistä kertoo vuoden 2013 TV-mittaritutkimus (Finnpanel Oy, 
2014), jonka mukaan Euroviisujen finaali oli Yle TV2:n toiseksi katsotuin ohjelma kyseisenä 
vuonna. Euroviisujen tekstityksistä ei ole käsittääkseni tehty vielä yhtään tutkimusta, mikä 
lisättynä ohjelman suosioon korostaa tämän tutkimuksen tärkeyttä. 
 
Pääteoriana tutkimuksessa on ollut Low’n (2005) Pentathlon Principle [pentathlon-periaate], 
joka perustuu Hans Vermeerin (2000) skopos-teoriaan. Pentathlon-periaate koostuu viidestä 
kriteeristä, jotka tulisi kaikki ottaa huomioon lauluja käännettäessä. Kriteerit ovat: sense 
(merkitys), naturalness (luonnollisuus), rhythm (rytmi), rhyme (riimi) ja singability 
(laulettavuus). Koska laulettavuus ei kuitenkaan ole mielestäni erityisen oleellista laulujen 
tekstityksissä, on kyseinen kriteeri korvattu uudella kriteerillä, joka koskee tekstittämisen 
rajoituksia ja konventioita. Pentathlon-periaatteen esittelyn yhteydessä on esitetty myös 
tunnetun suomalaisen laulaja-lauluntekijä Heikki Salon ajatuksia suomenkielisten 
laulutekstien kirjoittamisesta. Tutkielmalla ei ole varsinaista hypoteesia, vaan tarkoituksena 
on ollut tutkia, mitä kriteerejä tekstityksissä on noudatettu, onko joitakin kriteerejä painotettu 
toisia enemmän, ja onko eri kriteerien painottaminen vaikuttanut muihin kriteereihin. 
 
Tutkimuksen materiaali koostuu yhdeksästä laulusta vuosilta 1992–2013: sekä niiden 
alkuperäisistä sanoituksista että tekstityksistä. Seitsemän ensimmäisen laulun tekstitykset on 
poimittu Yle-korpuksesta (Mäkisalo & Tirkkonen-Condit 2006) ja kahden viimeisen laulun 
tekstitykset tallennetuista televisiolähetyksistä. Seitsemän ensimmäisen laulun 
englanninkieliset lyriikat on litteroitu DVD:ltä (CONGRATULATIONS 2005), joka sisältää 
muun muassa kaikki Euroviisujen voittajakappaleet vuosilta 1956–2005. Kahden viimeisen 
laulun englanninkieliset lyriikat on litteroitu tallennetuista televisiolähetyksistä. 
Tutkimuksessa mukana olleilla lauluilla on kaksi yhteistä piirrettä: laulut on laulettu 
Euroviisuissa englannin kielellä ja ne ovat kaikki oman esitysvuotensa voittajakappaleita.  
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Tutkimusmetodina on pääasiassa käytetty kvalitatiivista lähestymistapaa, mutta kolmen 
tutkittavan kriteerin – riimi, rytmi ja tekstittämisen rajoitukset ja konventiot – osalta 
analyysissa on myös kvantitatiivisia piirteitä. Riimejä analysoitaessa kaikki alkuperäiset ja 
tekstityksissä ilmenneet riimit on laskettu, rytmin analyysissa sekä englanninkielisten 
lyriikoiden että tekstitysten kokonaistavumäärät on laskettu ja tekstityskonventioiden 
tarkastelussa kaikki välimerkit on laskettu. Analyysissa laulut on käsitelty yksitellen 
vanhimmasta uusimpaan. Jokaisen laulun kohdalla jokainen kriteeri on käsitelty yksitellen ja 
esimerkit on annettu taulukkomuodossa. Analyysi keskittyy pääasiassa tekstuaalisiin 
piirteisiin, sillä musiikillisten tekijöiden lisääminen tutkimukseen olisi laajentanut tutkimusta 
liikaa. Musikaalisuutta on kuitenkin käsitelty ajoittain lähes kaikkien kriteerien yhteydessä. 
 
Pentathlon-periaatteen kriteerejä on noudatettu eri tavalla eri tekstityksissä. Joissakin 
käännöksissä merkityksen säilyttämistä on painotettu, kun taas joissakin käännöksissä rytmi 
ja riimittäminen ovat olleet tärkeimmässä roolissa. Merkityksen säilyttämistä on kuitenkin 
yleisesti painotettu käännöksissä eniten. Alkuperäisten lyriikoiden teema ja tunnelma on 
säilytetty kaikissa käännöksissä ja myös alkuperäinen merkitys on säilytetty useimmissa 
tekstitetyissä riveissä. Ainoastaan yhdestä käännetystä laulusta löytyy useampia repliikkejä, 
joiden merkitys eroaa jollain tapaa alkuperäisestä. Muutamissa käännöksissä oli kuitenkin 
hankalaa määritellä, oliko kyseessä oikeasti merkitysero alkuperäisen ja tekstitetyn rivin 
välillä, vai oliko kääntäjä tulkinnut alkuperäisen säkeen eri tavalla kuin minä itse. Tämä on 
yksi niistä syistä, joka tekee laulujen kääntämisestä ja sen tutkimisesta hankalaa: 
lauluteksteistä voi olla yhtä monta tulkintaa kuin on lukijaakin. 
 
Monitulkintaisuus vaikeutti myös luonnollisuus-kriteerin analysoimista, sillä on hankalaa 
määritellä millaiset laululyriikat ovat luonnollisia ja millaiset eivät. Tämän takia päätinkin 
tarkastella ja kuvailla niitä piirteitä, joilla on vaikutusta lyriikoiden luonnollisuuteen sen 
sijaan, että olisin tutkinut ovatko tekstitykset itsessään luonnollisia vai eivät. Tarkastelussa 
olleet piirteet olivat rekisteri, sanajärjestys ja runollisten sanojen (kuten lisätyn allitteraation) 
ja taivutusten käyttö. Joissakin tekstityksissä puhekielisten sanojen (kuten lyhyiden 
persoonapronominien) käyttö, jotkin käännetyt sanajärjestykset ja muutamat suorat 
käännökset vähentävät luonnollisuutta. Yleisesti ottaen tekstityksissä on kuitenkin käytetty 
samanlaista rekisteriä kuin alkuperäisissä lyriikoissa, ja käännetty sanajärjestys, lisätty 
allitteraatio ja muut runolliset sanat lisäävät tekstitysten runollisuutta ja sitä kautta 
laulullisuutta, mikä taas lisää tekstitysten luonnollisuutta. 
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Merkitykseen ja luonnollisuuteen verrattuna alkuperäisen rytmin ja riimien seuraamisessa on 
enemmän vaihtelua. Alkuperäinen rytmi on säilytetty hyvin tarkkaan kolmessa tekstityksessä, 
kun taas muissa käännöksissä rytmi on kärsinyt useimmiten sanatarkan käännöksen tai 
tiivistämisen tai poistojen seurauksena. Niissä käännöksissä, joissa merkitys on mennyt 
rytmin edelle, tekstityksissä on merkittävästi enemmän tavuja, kun taas niissä käännöksissä, 
joissa tiivistäminen on mennyt rytmin edelle, tekstityksissä on merkittävästi vähemmän 
tavuja. Sama määrä tavuja tekstityksissä ja alkuperäisissä lyriikoissa ei ole kuitenkaan ainoa 
tapa tuoda alkuperäistä rytmiä tekstityksiin, mikä käy ilmi useista käännöksistä. Myös 
epätavalliset rivijaot, tietynlainen välimerkkien käyttö (kuten kolmen pisteen käyttö rivien 
lopussa ja pilkutus osoittamassa taukoa alkuperäisen säkeen sisällä) ja johdonmukaisuus 
rytmissä (vaikka se olisikin erilainen alkuperäiseen rytmiin verrattuna) luovat rytmiä 
tekstityksiin. 
 
Low’n (2005: 198) mukaan riimien kääntäminen voi olla hankalaa ja sille on saatettu antaa 
liikaa painoarvoa laulujen kääntämisessä. Sekä Low (2005: 199) että Ivarsson ja Carroll 
(1998: 121) ovat sitä mieltä, että riimittämisen ei tarvitse olla käännöksissä täysin samanlaista 
kuin alkuperäisissä lyriikoissa. Myös tämän tutkimuksen materiaalissa riimittäminen on usein 
erilaista alkuperäiseen verrattuna. Vain kahden laulun tekstityksissä riimit ovat samankaltaisia 
ja samoilla paikoilla alkuperäiseen nähden. Seitsemän muun laulun tekstityksissä riimeissä on 
samankaltaisuuksia alkuperäisten riimien kanssa, mutta niissä on joko vähemmän riimejä tai 
riimit ovat eri paikoilla kuin alkuperäisissä teksteissä. 
 
Viimeisen kriteerin, eli tekstittämisen rajoitusten ja konventioiden analysointia hankaloitti se, 
ettei laululyriikoiden tekstittämisellä ole yhteisiä konventioita, ainakaan Suomessa. 
Euroviisutekstitysten ainutlaatuisuutta ja epätavallisuutta lisää se, että laulujen lisäksi 
ohjelmassa ei ole tekstitetty mitään muuta, ja tekstitykset ajastetaan suorassa lähetyksessä. 
Yhteistä muun tyyppisen tekstittämisen kanssa tutkimuksessa olleilla tekstityksillä on 
kuitenkin se, että niissä on tehty paljon tiivistystä ja poistoja. Poistoihin kuuluvat toistuvat 
sanat ja lausekkeet, yksittäiset säkeet ja myös kokonaiset laulujen osat, pääosin viimeinen 
kertosäe tai kertosäkeet. Tiivistämisen ja poistojen lisäksi myös isojen kirjainten ja 
välimerkkien tarkastelu on ollut osa analyysia. Isojen kirjainten ja välimerkkien käyttö 
vaihtelee käännösten välillä ja niissä ei yleisesti ottaen ole noudatettu suositusta käyttää 
suomen kielen välimerkitystä, mikä on yksi merkki laulutekstitysten ainutlaatuisuudesta. 
Muutamissa käännöksissä tekstityksillä on myös luotu rytmiä käyttämällä hyväksi 
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epätavallisia rivijakoja: rivit on jaettu sellaisesta kohdasta, jossa alkuperäisessä tekstissä 
laulaja pitää pienen tauon. 
 
Tulosten perusteella on pääteltävissä, että alkuperäisen merkityksen seuraaminen on 
käännöksissä pääroolissa, mikä tukisi oletusta, että merkityksen säilyttäminen olisi 
Euroviisujen tekstittämisen pääskopos. Myös tekstittämisen rajoituksia ja konventioita on 
pyritty noudattamaan, vaikkakin välimerkkien käyttö ei ole suomen kieliopin mukaista. 
Välimerkkien käyttö lauluteksteissä on kuitenkin yleisestikin vähäisempää muihin 
tekstilajeihin verrattuna, joten tekstityksissä on siis noudatettu tekstittämisen konventioiden 
sijaan laulutekstien konventioita. Tekstitysten luonnollisuutta lisää käännetyn 
sanajärjestyksen käyttö, lisätty allitteraatio sekä runollisten ja puhekielisten sanojen käyttö. 
Joistakin käännöksistä löytyy kuitenkin muutamia rivejä, joissa nämä piirteet vähentävät 
tekstitysten luonnollisuutta. Myös puhekielisen ja kirjakielisen rekisterin käyttö sekaisin 
samassa käännöksessä vähentää joidenkin tekstitysten luonnollisuutta. Alkuperäistä riimitystä 
ei ole aina seurattu tekstityksissä, mutta kuten Low (2005: 199) toteaa, tämä on pentathlon-
periaatteen joustavuuden puitteissa hyväksyttävää. Vaikka alkuperäistä rytmiä on seurattu 
hyvinkin tarkkaan muutamissa käännöksissä, useimmissa tekstityksissä on useita rivejä, 
joiden rytmi eroaa huomattavasti alkuperäisestä. Tästä johtuen voidaankin sanoa, että rytmistä 
on tingitty tekstityksissä kaikista eniten.  
 
Suppeasta tutkimusaineistosta johtuen tämän tutkimuksen tulokset eivät kuitenkaan ole 
yleistettävissä, minkä vuoksi lisätutkimukset aiheesta ovat tarpeen. Koska olen tässä 
tutkimuksessa keskittynyt pääasiassa laulutekstitysten tutkimiseen, en ole pystynyt 
tarkastelemaan kovin perusteellisesti Euroviisujen tekstittämistä ilmiönä ja sitä miksi kilpailu 
tekstitetään vain muutamissa maissa. Tätä aihetta olisi kuitenkin mielenkiintoista tutkia 
enemmän ja tarkemmin esimerkiksi haastattelemalla laulujen tekstittäjiä. Oman tutkimukseni 
päätavoite oli selvittää mitä kriteerejä pentathlon-periaatteesta on noudatettu tekstityksissä. 
Jokaista kriteeriä voisi myös tutkia tarkemmin sellaisessa tutkimuksessa, jossa materiaalia 
olisi enemmän ja vain yksi kriteeri olisi tarkastelun alla. Koska periaatteen viides kriteeri 
laulettavuus jätettiin pois tästä tutkimuksesta, yksi tutkimusaihe voisi olla tutkia pelkästään 
euroviisutekstitysten tai muiden laulutekstitysten laulettavuutta. Tällainen tutkimus myös 
täydentäisi omaa tutkimustani. 
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Erilainen lähestymistapa Euroviisutekstitysten tutkimiseen olisi reseptiotutkimus, jossa 
tutkittaisiin kuinka suomalaiset katsojat suhtautuvat tekstityksiin. Tällainen tutkimus toisi 
selvyyttä siihen, nähdäänkö tekstitykset negatiivisena asiana, vai ajatellaanko niiden toimivan 
apuna alkuperäisten lyriikoiden ymmärtämisessä. Toisessa samantyyppisessä tutkimuksessa 
katsojiin voitaisiin lisätä muiden maiden kansalaisia, jotka eivät ole tottuneet katsomaan 
kilpailua tekstitettynä. Näille katsojille tehtäisiin uudet tekstitykset heidän omalla kielellään ja 
myös heiltä kysyttäisiin mielipiteitä tekstityksistä. 
 
 
 
 
 
 
 
 
 
 
